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introduction 


begin this book with a bit of ad 
dr 


claimer. Considering the hun- 
s of techniques and applications for polymer clay, those 
known and those yet to be discovered, it would be impossible 


to offer the truly “complete” book of clay. As @ part of a book 
series, thi 


book is offered 


avide e comprehensive collec- 
of most of the commonly known and universal techniques and 
applications for polymer clay, including a few af my own 


dynamic, ve 


One would be hard pressed to work with an artistic medium as 


and forgiving as polymer clay. Developed in the 
1930s in Germany. 


this incredible material has undergone numer 
r the course of its evolution. New formulations, 
ind even liquid versio 


is change’ 


new Colors, 


ns have appeared over the years 
Without a doubt, this evolutionary proces 


ll continue to move 
forward, offering new techniques and applications: 


popularity of polymer clay began to 
exponentially after the introduction 
individually colored clays in the 1980s. 
‘ongoing improvements of clay for- 
plus the introduction of new tools 
accessories (including those that 
crossover applications for clay) also 
tinue to build public awareness of the 
jum and its versatility. 
My adventures in clay began in the 
1980s, while searching for an artistic 
jum that would be safe to work with 
le being a stay-at-home mom. It was 
at first touch! |, like so many others 
*ho pick up their first bar, was hooked. 
llymer clay became my “fork in the 
d,” the path that diverted me from my 
iginal intention to return toa televi- 
son career when my kids started school. 
Z.. envisioned becoming a full-time 
Srtist, author, teacher, and designer, but 
‘the introduction of this amazing mod- 
eling compound was nothing short of 
miraculous. 


The single most interesting phe- 
nomenon that I find when teaching is 
that many, if not most, of the people 
who are trying their hand at clay think 
it must be difficult to learn and master. 
Nothing could be further from the truth! 
I find that, given the proper instruction, 
resource information, and visual inspi- 
ration, most people can produce profes- 
sional-quality and even saleable results 
immediately or with a little practice and 
experience. 

Polymer clay’s tactile appeal is only 
one of its many attributes and, by far, one 
of the most important. People are tactile 
and dimensional creatures by nature, We 
interpret what we feel, see, and think ina 
dimensional fashion. Don’t believe me? 

Close your eyes and picture an apple. 
Was your mental image a flat picture or 
an image with curves and dimensional 
perspective in your mind’s eye? If you 
stop to think about it, you'll realize that 
you can easily take a 360-degree mental 


tour of whatever it is you imagine as a 
picture. It’s this ability that enables peo- 
ple to develop a high degree of skill with 
clay in a short amount of time. We are 
not two-dimensional creatures, and thus 
we are tactile by nature. 

Polymer clay is the ideal art form, as 
it can be used by nearly everyone from 
children and hobbyists to fine artists. It 
can be manipulated into nearly every 
shape, texture, and consistency imagin- 
able. Its flexibility as a mixed-media 
medium is nearly limitless. Polymer clay 
is truly the chameleon of the art world 
with its ability to be transformed into 
convincing versions of nearly any mate- 
vial you can think of—metal, porcelain, 
precious stones, glass, and more. 

Within this book, you'll find tech- 
niques and applications both old and 
new. Some of these are discoveries I've 
made in my work over the years. Others 


ey 


are the brainchildren of well-known and 
not-so-well-known clay artists and 
enthusiasts. Many of these techniques 
and concepts have gone on to become 
universal in the clay world, such as the 
“Skinner Blend” method for creating color 
gradients, developed by Judith Skinner. 

In the effort to maintain an ethical 
ideal in regard to the contents of this 
book, I have done my best to credit the 
originator of techniques whenever pos- 
sible and to the best of my knowledge. 
The serendipity of near-simultaneous 
discovery over the years of same or 
similar concepts should be taken into 
account whenever the issue of artistic 
credit is involved. | consider this the posi- 
tive proof of our creative ingenuity and 
imagination. 

If you are new to clay and feel even 
the slightest hint of intimidation, I say 
feel the fear and clay it anyway! It’s not 


as hard as you might think. If you have 
already discovered the joy of clay, I hope 
that you find a wealth of new ideas, tech- 
niques, tips, and inspiration within. The 
benefits of working with clay are many. 
“Claying around” can offer relaxation, 
spiritual connectivity, both physical and 
mental therapy benefits, and simply the 
satisfaction that comes from working 
with your hands, For some, it can even be 
the road to professional and monetary 
reward. Regardless of your motivation for 
picking up this book or the benefits you 
derive, I wish you the best of luck with 
all of your creative endeavors, and may 
every day be filled with clay! 

Creatively yours, 


ol Ba Poles 


I welcome your questions and comments. 
Please e-mail me at lisapavelka@cox.net. 


eratures, like paper. 


ntained that polymer 
yersatile and forgiving 
planet. It is probably the 
= is fans and enthusiasts 
‘hobbyists, model mak- 
doll artists, profes- 


‘le. it can even be drilled, 
2d, sanded, polished, riveted, 
_. the list goes on and on. 


er Clay Essentials 


IDERING, “What, exactly, is polymer clay?” 
earthenware clay, polymer clay is amanufactured 


tha large number of materials that don't burn or melt at 


A Brief History 
of the Medium 


German doll artist “Fifi” Kruse Rehbinder 
developed a moldable material to use 

in the making of her doll heads in the 
1930s, The compound was initially called 
“Fifi Mosaik.” After the sale of the formula 
to German company Eberhard Faber in 
the 1960s, the company condensed the 
beginning of both names to rebrand the 
product FIMO®. 


The next major product introduc- 
tion to the clay world occurred in the 
1960s, when Zenith Products Company, in 
Mlinois, began selling a coating made for 
industrial use and as a modeling com- 
pound for hobby and crafting purposes. 
This was the very first Sculpey® product. 

Polymer clay continues to undergo 
frequent changes and improvements. 
This is a tremendous plus for clay users 
everywhere. Improvements and additions 
to formula, strength, colors, durability, 
and safety are always under way. 

Even though polymer clay has 
always been certified as nontoxic and, 
by all reports, safely used since its intro- 
duction, the manufacturers listed on 
pages 216-217 have removed phthalates, 
plasticizers common in use since the 
1930s, from their clays as a safety pre- 
caution after the European Parliament 
banned these chemical compounds from 
toy manufacture in 2005. In 2009, the 
United States also banned phthalates 
from certain products. Fortunately, all 
of the major clay brands have complied 
with the European ban already in effect. 
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Types of Polymer Clay 
There are several clay options avail- 
able through craft stores and Internet 
resources, each with different benefits 
and limitations in regard to workability, 
strength, flexibility, firmness, working 
time, and a variety of other elements. 
Clay properties are discussed below 
under the individual clay brands. 

The best determining factor for decid- 
ing which clay to work with is personal 
experience, The following is offered as a 
brief explanation of the most commonly 
available clays at the time of publication. 

Most clay is sold in small bricks, typi- 
cally weighing 2 oz. or more. The new 
Pardo clay by Viva Décor is sold in balls 
from packages of six balls (1.2 02,) to 
larger jars of 2.65 oz. Some of these clays 
are also available in bulk-size bricks that 
range in size from 12 oz, to 16 oz. The best 
sources tor the larger bricks of clay are 
catalogs and Internet sites. Many brands 
also offer color samplers in 1-oz. bars, 

Generally speaking, all clays have 
an indefinite shelf life if properly stored. 
However, the amount of time clay remains 
in the conditioned state depends on the 
firmness of the clay: 

There are more than a few brands of 
polymer clay that are designed for bulk 
or sculpting use (and come in only one 
color). For example, one bulk package that 
is a skin-tone base for doll sculpting is 
Polyform Super Sculpey, (These will not 
be reviewed in the interest of simplicity.) 

One great thing about working with 
clay is that, for the most part, it is not an 


expensive medium. While price fluctua- 
tions continue to occur within the retail 
market, the current cost of a small block 
or container ranges from two to three 
dollars. It follows that buying larger bulk 
bricks is usually less expensive. 

The following is a breakdown of the 
most common polymer clay types. 


CERNIT® 

This clay is a favorite of doll makers 
because of the range of flesh-tone colors 
available and lifelike skin-tone translu- 
cency after baking. It can be somewhat 
difficult to condition, but it bakes very 
firm and strong with a good degree 

of flexibility, It’s available in more than 
60 colors. 


FIMO CLASSIC 

Originally only referred to as FIMO, 
FIMO Classic is the oldest and most 
widely recognized of the polymer clays 
due to its history. This clay is a favorite 
among fine artists and caners, It is one 
of the strongest and most resilient clays 
after baking, offering an excellent degree 
of flexibility, FIMO Classic bakes with a 
matte finish and is available in 24 colors. 


FIMO SOFT 

This is one of the easier clays to condi- 
tion. A few seconds of kneading right 
out of the package is usually sufficient. 
FIMO Soft also offers the least amount of 
resistance or “blade drag" when slicing, 
even when very soft and warm. It has 
good strength and flexibility after bak- 


oven hardening 


Sy =e ‘pour durcir au tour) 


Ben Hag 
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ing. It also offers one of the longest “open 
times” for working the clay as well as 
superior shelf life for millefiori canes | see 
MILLEFIORI CANING, chapter 4, page 441. 

It bakes with a matte finish and is avail- 
able in more than 50 colors. 


KATO POLYCLAY™ 

This clay is one of the newest brands, 
introduced earlier in this century: It can 
be stiff out of the package and take lon- 
ger to condition, but it offers excellent 
strength and flexibility after baking. It 
bakes with a slight sheen and is available 
in 17 colors. 


PARDO 

This is the newest clay. It offers easy 
conditioning, superior strength, and 
re-usable packaging. It comes in over 
70 colors. 


PREMO! SCULPEY® 


This clay offers a medium-soft consis- 
tency and bakes with excellent strength 
and flexibility while still being easy to 
condition. It is known for being stickier 
than other brands, which can be an 
advantage when, for example, you are 
doing the Sutton Slice and a limitation 
when you are rolling out long strips of 
clay such as with Skinner Blended bulls’ 
eyes. It bekes with a slight sheen finish 
and is available in more than 30 colors. 


SCULPEY Ilt® - 

One of the first clays to be introduced 
in individual colors, this clay is very soft 
and easy to condition and offers good 


open time. It bakes firm with a matte 
finish, but it is not flexible and tends to 
be brittle after baking. This clay is best 
suited for projects with density and bulk, 
and it is available in more than 40 colors. 


STUDIO™ BY SCULPEY 

Softer than its sister clay, Prémo! Sculpey, 
this clay offers easy conditioning. The 
feel is lighter and less dense than other 
clays, and it bakes with a matte finish. Its 
strength and flexibility are good, and it’s 
available in more than 30 colors. 


Liquid Clay 

Liquid clay was first introduced in the 
1990s. It remains 
to the polymer clay world and offers 
infinite possibilities. It can be used as a 
primary medium, especially when col- 
ored with oil-based paint, alcohol inks, 
or powdered pigments. 

When adding color, mix only a drop 
or two at a time until the desired color is 
achieved. Try mixing some batches of col- 
ored liquid clay and store in small plastic 
bottles. Another handy way to prepare 
colored liquid clay is to fill empty paint 
pot strips, which are available at most 
craft stores, 


in innovative addition 


Here are a few of the other applica- 
tions for liquid clay: 


* It can be used as an adhesive to bond 
clay layers together. 


* You can use it to make image transfers, 
| see IMAGE TRANSFERS, chapter 5, 
page 62. 


@iusions such as mica 
vane fibers to create spe- 


tient sealer for foils, 


@ as a paper laminate. 


@ cisy is liquid, you don’t 
Sout having an uneven 
‘@pply it On the other 
it as a sealer, be care- 
iy it 100 thickly, or the result 
Be or cloudy surface. Sanding 
be done after baking to 
the clarity of thicker 
=: clay. Adding shine can 
d by adding glosses or 
Tayers of liquid clay. 


HQUID CLAY 
Be poured directly from 
n be applied with a tooth- 
4 applications, with a 
brush. (A high-quality 
‘brush is recommended. 
may lose bristles during 
Once a brush has been used 
Sisy, i must remain dedicated 
‘Gs. as you will not be able to 
ail of the material. 
‘these brushes by wiping all 
= clay out of the bristles with a 
S| Always stroke the towel in 
‘of the bristles, away from 
Cover brushes with a small 
ge with the handle facing down 


when stored. This will prevent dust and “TRANSLUCENT LIQUID SCULPEY 
debris from contaminating the brush 
when notin use. Clean up liquid clay 
with baby wipes or alcohel. 

‘Over time, the liquid clay may begin 
to thicken and firm up. To recondition a 
liquid-clay brush, work a few drops of 
fresh medium into the bristles to soften 
the old buildup. Drag the tip of a tooth- 
pick through the bristles to loosen and 
remove the excess clay. Wipe with a 
paper towel and repeat as needed until 
the brush is clean. 

An alternative method for curing lig- 
uid clay is to use a heat gun designed for 


‘This is the thickest of all liquid clays and 
has the least amount of clarity when 
cured. It can be thinned with Sculpey 
Diluent, which can also help when con- 
ditioning stiff clay. It cures hard and firm 
with a matte finish. 


heat gun safety tips 
Heat guns emit temperatures in excess of 
those recommended, making it possible to 
scorch or burn your clay. 
First, make sure the work areais clean 
of uncured clay and any other flammable 
materials before working with a heat gun. 
Tie your hair back and make sure any loose 
clothing is secured, Hold the gun about 3 in. 
to5 in. away from the clay, moving it con 
tinuously in circles until the clay is cured. 
The tip of the gun will be very hot after 
using. Allow it to cool before storing, about 
10 to 15 minutes. 


embossing powders. You can visibly see 

when the clay has set. The sheen will dis- 

appear, marking a change in the surface 

tension, indicating the clay has cured. 
Liquid clay is commonly available 

in 2-07, bottles, but indicated (") brands 

below also come in 8-02. sizes. 


FIMO LIQUID DECORATING GEL 
This is the clearest of the liquid clays 
and also has the lowest viscosity (thick- 
negs), It is highly flexible after baking. 
Extremely thin layers provide a matte 
finish, and thicker layers create a satiny 
gloss finish. 


*KATO LIQUID POLYCLAY™ 

This liquid clay offers the second greatest 
clarity and has a medium thickness, It 
cures with the most flexibility and results 
in a satiny gloss finish in thick or thin 
applications. 
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Safety First 


In classes, | usually offer two rules 

for working with polymer clay: “Don't 
eat it and don't bum it,” followed by, 
“Everything else is just a suggestion!” 
While that is basically true, there are 
some specific safety issues that must be 
shared. 


11 Never leave uncured clay on a painted, 
varnished, or lacquered surface. Baked 
clay is inert and cannot harm furniture. 


2 Polymer clay is rated as nontoxic, 

but it is not recommended for foad use. 
Kitchen tools used for working with clay 
should remain craft or clay dedicated. 


note 


Shine occurs when baking on smooth surfac- 
es like tile, but it can be removed with alight 
sanding with 1,000-grit or higher sandpaper. 
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note 


Paper can curl when baking. For very thin 
pieces of clay, itcan be helpful to bake 
directly on the tile or weight down the clay 
with a book after baking, to flatten, 


You can't eat or drink from polymer clay, 
so don't even think about using anything 
made of clay for utensils or dishware. 

On the other hand, using it to embellish 
handles or the bases of stemware that 
don’t come into contact with anything 
edible is fine. 


3 Always clean hands thoroughly before 
handling food after working with clay. 
Use a pumice-based, waterless hand 
cleaner (available in the automotive sec- 
tion of many stores) or hand sanitizer 

to dissolve the clay residue. Follow with 
soap and water. 


4 Never leave baking clay unattended! 
If clay appears to be smoking or burning, 
tum off the oven, remove the clay, and 
place it outdoors until cool. Ventilate 

the room. 


5 Wear protective eyewear and use 

a dust mask or dust cabinet when 
carving, dry sanding, machine buffing, 
or drilling clay. 


Work Surfaces 


A smooth ceramic tile is the best work 
and baking surface. It's inexpensive and 
almost impervious to scratching, and it 
can go directly from your worktable into 
the oven. You may want several for your 
workstation. 


Parchment-type deli paper (also 
known as patty paper) is ideal when 
you do not want your clay to stick to 
the work surface. (You'll soon discover 
when you want your clay to stick to the 
tile and when you don’t.) Working with 
paper allows you to remove worked clay 
from your tile without stretching or dis- 
torting it. 

You can find this type of paper in bulk 
at grocery warehouses and restaurant 
supply stores, You can even bake on it to 
prevent shiny spots from forming on the 
underside of your clay. 


Clay Conditioning 
and Handling 


All polymer clays must be conditioned, 
no matter how soft. Conditioning is the 
redistribution of all the ingredients that 
may have settled during storage. Failure 
to condition may lessen the finished 
strength of your baked clay. Clay is 
adequately conditioned when you can 
fold it without cracking. 

Softer clays like FIMO Soft, Pardo, and 
Sculpey II can usually be conditioned 
straight out of the package by hand 
kneading for a minute or two. Slicing 
sheets from the block and repeatedly 
rolling them through a pasta machine 
several times is also a great way to condi- 
tion your clay. 

Leaching is a process by which plasti- 
cizer is removed from the clay. Although 
this technique will make the clay firmer 
to work with, it should be noted that it 


strength of 


‘process, sand- 

y between several 

= Place this on your 
‘book on top. 


= A few hours may be 
ay need to allow the 
‘two, replacing the 
see it is saturated 
appear as a grease 
that leaving unbaked 
yemished, or lacquered 
their finish. 
Ws are naturally harder to 
‘sometimes be crum- 
wath a pasta machine 
Gone after getting the clay 
y conditioned by hand. 


= Some brands of clay will 
‘softer and softer in con- 
eing handled. 
working with the light- 
first whenever possible. 


your hands or work surface. 
ilar or alcohol-free—are 
g your hands between 
y A word of caution about 
of wipes: These can be 
and may contaminate your 
eh tiny particles of lint. 


Baking 

Polymer day can be cured in ovens, 
including conventional, toaster, and con- 
vection types. Never use a microwave 
oven! And even though thousands of 
people have baked their clay in their food 
ovens for decades without incident, it's 
best to err on the side of caution and use 
a dedicated clay oven. If this isn't pos- 
sible, you can create a “baking chamber” 
to use in your home oven. This is simply a 
roasting pan or large lidded pot that you 
dedicate for clay baking. If the piece is too 
tall for the lid to fit, tightly wrap a tent of 
aluminum foil over the baking pan. 

Always follow the manufacturer's 
instructions for baking time and ternper- 
ature. Preheat the oven and always use an 
oven thermometer to check for accuracy. 
I ean't stress this enough. 

Inexpensive tabletop ovens and 
toaster ovens have a tendency to fluctu- 
ate in temperature, especially if moved. 
Spikes in household electrical current 
can also cause heat surges. Be sure to 
always calibrate the oven by preheating 
and checking its temperature with an 
oven thermometer before baking clay. 

Technically speaking, you cannot 
overbake your clay if you follow the 
above rules and the clay is at least 2 in. 
to 3 in. away from the heating elements 
and sidewalls. 

The general rule of thumb for bak- 
ing time is 20 minutes for every %4 in. of 
thickness, Determine the baking time 
based on the thickest part of your piece. 


conditioning tips 

« Start by cutting the clay block into thin 
slices (about 1/s in. thick) with a clay blede. 
Working one slice at a time, firmly roll over 
the clay using an acrylic roller on your work 
tile. Fold the clay in half and repeat this 
step several times until the clay begins to 
soften. You should now be able to finish 
conditioning with a pasta machine or by 
kneading. 


+ Always roll clay through a pasta machine 
with the fold side down to prevent air 
bubbles from forming. 


+ Another option is to mix in small amounts 
of translucent clay. Adding too much can 
reduce color saturation or opacity. 


+ Add a few drops of liquid clay and knead 
thoroughly. If mare is needed, add it spar- 
ingly and knead it into the clay before add- 
ing more, or a goopy mess may result! 


«Place wrapped blocks on a zippered food 
bag containing 1/2 cup of rice or barley that 
has been microwaved for no more than 
30 to 45 seconds (this will stey warm for up 
to an hour). Unwrapped clay can be set on 
the bag (with a cloth in between) to prevent 
overheating of your clay. Placing the clay 
directly on a bag that is too hot may cause 
the clay to cure prematurely. Some people 
have even been known to sit on their un- 
wrapped bars or put them in their packets 
to aid in conditioning. Never put polymer 
clay ina microwave to soften or cure! 
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Some clay will darken in color somewhat 
when baking, even at the recommended 
temperature. 


This applies to all brands of clay unless 
otherwise noted on the package. 

Insufficient baking time or baking 
temperature will result in weak, brittle 
pieces. It’s okay to double and even triple 
baking time to ensure optimal strength 
as long as you follow the rules above. You 
may find that in a classroom situation, 
your work may not have been exposed to 
correct times or temperatures. When in 
doubt, rebake the piece at home as ifit 
‘was uncured, 

When creating complex projects with 
multiple components, it can be helpful 
to bake the piece for 5 minutes to set the 
clay. Once cool, the clay will feel fully 
cured, but don't be fooled. This is “tern- 
porary heat setting,” and it allows for 
the continued handling of clay without 
the risk of damage as you continue to 
add to the piece. The final baking should 
be timed as if the piece is going into the 
oven for the very first time. 

Calculate your baking time according 
to the rule of 20 minutes for every 4 in. 

Let clay cool completely before han- 
dling. All clays will be slightly soft while 
warm and are typically fragile in this 
state, This can be advantageous if the 
clay has bubbled or warped during bak- 
ing. Apply gentle pressure or weight to 
these areas while still warm using an 
oven mitt or the flat side of a rubber tex- 
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ture stamp. Do not directly touch the clay 
straight out of the oven, as it may be hot 
enough to burn skin. To reshape the clay 
as desired, hold it flat or around a shape 
until cool. Use care when doing this. 
Drastically attempting to alter a shape 
while warm can cause breakage. 


Clay Storage 


Polymer clay doesn't require fancy or 
expensive storage. The main thing to do 
is to keep it out of heat and direct sun- 
light. Air won't dry out clay, as it contains 
no water. If your clay is being left out for 
extended times, cover it to prevent the 
accumulation of dust and debris—that 
is, unless you like the look of pet hair as 
an inclusion! And keep in mind that, in 
general, older clay may be much harder 
to condition. 

Some methods for storing polymer 
clay are not recommended. Cured clay 
is inert, but uncured clay can react to 
certain types of plastic or other contain- 
ers. Storing clay in paper, cardboard, or 
wood containers or drawers can draw 
plasticizer out of the clay, staining the 
container and weakening the finished 
quality of the clay. 

Hard, inflexible plastic containers 
that are crystal clear or opaque are not 
suitable for storing uncured clay. These 
are made from solvent-based plastics 
that will react by melting when in con- 
tact with uncured clay. Here's what to 
look for in a plastic container that is 
appropriate for storing clay: 


The material should be similar to 
food and household storage tubs—it 
should be somewhat flexible and won't 
fracture if broken. This type of plastic is 
soft and is either translucent or colored, 

Those just starting to work with clay 
may wish to use inexpensive zippered 
food bags for storage. For a more system- 
atic approach to clay storage, there are 
lots of great plastic containers available, 
including some with divided compart- 
ments and trays. These are wonderful for 
organizing clay by color or brand. It also 
makes transporting clay to classes and 
guild meetings a breeze. 

Many fishing tackle boxes are made 
from the correct type of plastic and are 
great for home organization, especially if 
you do not have a dedicated workspace, 
Plano Molding Company sells a huge 
number of reasonably priced tackle boxes 
and modular cases for fishing that are 
very handy. They also have introduced 
their Creative Options" craft line of stor- 
age containers that are clay compatible. 
The largest selections for storage are 
usually found in sporting goods and craft 
stores, but also look for them at dollar 
and discount department stores. 

You'll occasionally find yourself with 
scraps and blended sheets you wish to 
keep for later use. Cut the outer edge of a 
plastic page cover (available at office sup- 
ply stores) two-thirds of the way down. 
Place the clay inside these sheets and 
store in a three-ring binder. 
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STORING MILLEFIORI 

Storing millefiori canes for periods of 
time from weeks to years can result 

in the uncured clay becoming brittle 
Reconditioning to render canes usable 
again is required in most instances. 
Warming a cane in your hand and/or 
reducing the size of the cane following 
recommended reduction techniques | see 
MILLEFIORI CANING, chapter 4, page 44 | 
can make a cane pliable once again for 
slicing and rolling, I avoid this problem 
by caning with softer clays. These canes 
seldom, if ever, require reconditioning be- 
fore slicing, even after prolonged storage. 
If acane slice crumbles when sliced or 


cracks when rolling to a thinner dimen- 
sion, the cane must be reconditioned by 
one of the methods above, 

Proper storage can ensure that you 
hhave years and years of workability with 
your uncured clays. 


Color Basics 


There are hundreds of resources devoted 
to color theory. It is often an intimidating 


nitions 


concept to many. Common de 
regarding color appear below, while some 
additional terms, such as value, tone, and 
shade, are covered in the glossary section 
of the book | see GLOSSARY, page 211 |, The 
goal of this section is to offer helpful 
advice for working with color while 
taking some of the uncertainty out of 

the process. 


* Primary colors are red, yellow, and blue 
These colors are the ba: 
other colors seen on a standard color 


for all the 


wheel. By mixing two primaries 
together, a secondary color is created. 


* Secondary colors are orange (the mix- 
ture of yellow and red), green (the 
mixture of blue and yellow), and purple 
(the mixture of red and blue), On the 
color wheel, they're located in between 
the primary colors. 


* Tertiary colors are in-between colors 
that occur when mixing one primary 
with one secondary color, such as 
blue-green 


= Complementary colors are colors that 
appear directly across from each other 
‘on the color wheel. The name is mis- 
leading. Complementary colors often 
don’t show well when mixed together. 
These are colors that offer the highest 
contrast when used together. 


* Analogous colors are those that appear 
Tight next to one another on a color 
wheel. They often match well when 
used together but can lack contrast. 


Before the introduction of individually 
colored clays, users had to resort to paint- 
ing or tinting the medium. How wonder- 
ful that polymer clay comes in a large 
array of colors and effects (including 
translucent and mica-based metallic)! 
Just as with paint, clay can be mixed 
together until blended to create exciting 


new colors and shades that aren’t avail- 
able for purchase. 

‘There are several considerations to 
make when selecting clay colors for a 
project. If you are looking for impact, 
consider working with high-contrast or 
complementary colors. If your aim is 
subtlety, turn to analogous colors and 
softer shades. 

A wonderful resource is The Color 
Index book series by Jim Krause. These 
books contain thousands of two-, three-, 
and four-color combination samples. Also 
illustrated are side-by-side comparisons 
of colors in an illustrative application. It 
can be eye-opening to see the dramatic 
difference when certain color combina- 
tions play off one another in a graphic 
field as opposed to seeing them side 
by side. 

Another means of getting color 
inspiration is to study food packaging. 
The food industry is highly competi- 
tive. Huge sums of money are spent in 
researching the types of colors and 
combinations that will attract attention. 
Consider cereal packaging. In grocery 
store aisles, the choices are staggering. 
Careful examination may surprise you 
when you stop and think about the colors 
that are combined. 


In recent years, we've begun to see 
a huge departure from the color “rules,” 
especially in fashion. Many industries 
have rethought the color rules many of 


us were taught as children, such as never 
mix green and orange or pink and brown. 

Don't be afraid to experiment and 
take risks with color, Like some of you 
reading this, I used to be intimidated by 
which colors to use together, I now find 
that many of my favorite color combina- 
tions are those I would have never previ- 
ously considered. Even though a case can 
be made for subtlety, the combined use 
of harmonious colors can result in loss of 
definition, sometimes to the point where 
they are indistinguishable from one 
another. This is especially true when 
creating millefiori canes. 
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Color Recipes 


Here's an easy way to make consistent 
custom color combinations, time after 
time, along with a quick and convenient 
reference chip chart. 

Use clay or cookie cutters of any 
shape, Use the largest setting of your 
pasta machine to prepare clay for cut- 
ting, Punch out the desired clay colors 
mixed together by hand or through the 
largest setting of the pasta machine until 
blended, 

Creating a desired color may require 
cutting fractional pieces of one or more 
colors being blended. This is especially 
true when custom blending to make a 
color match. 

Keep a notepad handy for writing 
down amounts of color used. During for 
mulation, you may make several adjust- 
ments to colors being blended, Once the 
desired color is achieved, you can break 
down the ratios to reflect a simpler 
formula 

Here's an example of a recipe created 
to make a custom color of ecru needed t¢ 
match some fabric: | started with 2 parts 
white to % part brown to 4 part yellow, 
What I ended up with when I was satis- 
fied with the colors was 12 parts white 
to 6 parts brown to 4% parts yellow as 
shown in the top left photo. The formula) 
was simplified by dividing fractionally 
into the following ratio: 4 parts white to 
2 parts brown to 1% parts yellow. 

Once you have a formula, make a 
chip chart, as shown in the photo at bot 
tom left. These are great reference tools 


=o use for recreating custom colors ata 
glance. Take some of the blended clay 
end roll it through the third-largest set- 
ting of the pasta machine. Cut out a disk 
with a small (1-in,) circle or oval cutter. 

Punch a smaller hole near the top 
wath a ¥-in. circle cutter or coffee straw. 
Use small rubber or metal stamps to 
mark the clay ratio formula, using 
ebbreviations. 

Be sure to use two to three letters 
te distinguish colors that start with the 
Same letter. Bake the chip and string it on 
2 cord or ball chain. 

Since clay colors vary from brand to 
‘brand, it's a good idea to write which 
lay was used on the back of the chip 
with a permanent marker. Chip charts 
2re also great to make for clay mixed 
‘ith inclusions (see the top middle photo 
on page 147) 


Finishing 
In some cases, the natural baked finish of 
the clay will be just what you're looking 
for Or you may want to alter its natural 
baked finish. For this, there are several 
options. 

Clay can be given a matte finish 
from coarse to smooth by sanding with 
@ssorted grits of automotive- or lapidary- 
@zade finishing papers. Polishing or add- 
ing a gloss or glaze is another method 
of adding shine. This section is devoted 
to hand-finishing clay for the purpose of 
achieving finishes from a satin look toa 
high-gloss shine. 

Polishing is really a matter of smooth- 
ing a surface through several steps of 


scratching with finer and finer abrasives. 
Buffing is actually a continuation of this 
process to bring out the optimal shine 
and smoothness of a polished piece. 

This method is especially good for 
round or cylindrical objects that don't 
always take glazes. Applying « glossing 
agent to pen barrels, beads, and cabo- 
chons can be tricky if the thickness and 
drying time of the product allows it to 
flow and drip uncontrollably. 

Begin by wet-sanding baked clay 
using 400- or 600-grit wet-dry sandpa- 
per (depending on how smooth the clay 
js to start with). The papers should be 
automotive or lapidary grade. The grits 
of household-brand sandpapers can be 
much coarser, regardless of the number 
indicated. I recommend 3M® papers for 
automotive or lapidary application. 

Sand in a basin filled with water or 
wear a dust mask, Wet-sanding is pre- 
ferred. It not only keeps airborne dust 
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from entering your lungs, but it helps 
speed up the sanding process and allows 
the paper to last longer. 

Each person develops his or her own 
sanding method depending on what's 
comfortable, but I like to cut my paper 
into small squares so it’s easier to handle. 
Then | rotate the area being sanded often 


to prevent flat spots from forming. 
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Once the piece is as smooth as it can 
get with one paper, rinse the clay and 
move on to the next higher grit. You'll 
see that the grit becomes worn off as you 
work. Discard it when you've used all the 
visible surface area. Continue working 
through 800-, 1,000-, 1,500-, and 2,000- 
grit sandpaper if desired. Higher grits 
are available, but not necessarily worth 
working with if sanding is well done. 

At this stage, you may be happy with 
the appearance and feel of the piece. 
Buffing will provide a higher shine. 
Vigorous buffing with a piece of old 
blue-jean denim is the most economi- 
cal method. An even higher shine can be 
achieved by using a bench grinder or 
jeweler's buffing wheel. 


BUFFING WITH A 

MUSLIN JEWELER’S WHEEL 

Use a non-synthetic muslin wheel 

with no outwardly spiraling stitching 
Stitching that radiates through the mus- 
lin layers from the center of the wheel 
actually makes the wheel more abrasive. 
If you can only find a wheel with stitch- 
ing, cut and remove the stitching up to 
the leather or metal grommet that holds 
the wheel together. 

Work in an area without breakable 
objects. It’s important to wear a dust 
mask and protective eyewear at all times 
when buffing. You may notice the wheel 
emits a lot of lint and dust when new. 


Even though this subsides over time, it 
will always release airbome particles. 
Replace the wheel when only a 1%-in 
radius of muslin remains. 

‘Turn the wheel on at full speed. 
Barely, barely, barely touch the clay to 
the wheel's surface while buffing. Center 
the area being buffed in the middle to 
top portion of the wheel facing you. With 
flat objects, do not angle the comers and 
edges into the muslin. This can cause the 
object to be pulled from your hand (and 
become a flying projectile). Always main- 
tain firm control of the clay as you buff. 
Do not allow it to be pulled down and 
under the wheel. Make sure all loose hair 
and clothing is pulled back away from 
the area where you are working. 

Pressing clay too firmly against the 
wheel will actually sand the clay and 
cause flat spots, even with a very soft 
muslin wheel. You'll know if you're 
applying too much pressure because the 
clay will become more and more matte 
in appearance instead of shiny. As with 
sanding, move the clay continually for 
best results. 

‘This process may sound intimidat- 
ing, but it's actually quite easy with just 
a little practice and care. The results 
are well worth it. Sanding and polishing 
polymer clay can be very fatiguing to the 
hands. Be sure to rest them often. 
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TER TWO 


would be impossible to list everything 
jited for polymer clay work in this book, 
this section is devoted to an overview 
the primary resources available. Some 
the tools and products listed in this 
ipter will be revisited later in greater 
tail. 
‘You may find that some of your 
worite tools are those you repurpose 
from your kitchen or garage, or those you 
ake yourself. Keep your eyes open in 
ardware, dollar, and discount specialty 
stores for unique tools, textures, and 
products that will allow you to broaden 
the range of your creations. Remember 
that tools designed for food need to 
remain dedicated to artistic use once 
used with polymer clay or other artistic 
mediums. 


ools and Accessories 


ARTIST WILL TELL YOU that the best and most important tools 
your own hands. But what creative person doesn't love tools? 
Asurprising number of clay techniques and projects can be com- 
ted with only a few essential tools: a clay blade, a craft knife, anda 
tamachine. With the hundreds (if not thousands) of tool and acces- 
options available today, it’s hard not to become a tool junkie. 


Tools 


The tools used to work with polymer clay 
are generally not expensive or even that 
sophisticated, but having the essential 
ones is important. 


BLADES AND KNIVES 


It's critical to keep in mind that any blade 
is extremely sharp. The cutting edge 
can be recognized by the beveled angle 
found along the side. It’s best to mark 
the corners of the dull side with some 
brightly colored nail polish or a perma- 
nent marker to distinguish between the 
two. Never let anyone under the age of 18 
handle one without supervision. 

Both straight and wavy blades were 
originally developed for medical and food 


| tips 
* Keep an old clay blade reserved specifically 
for scraping dried residue off blades. 


+ Safely dispose of old blades by baking 
them between two thick layers of scrap clay 
before placing in the trash. 


«Make a safety stand or trough to keep your 
blade safely out of the way and positioned 
for easy pickup. This is yet another way to 
use scrap clay, 

Form a 3-in.- to 4-in.-long U-shaped 
trough that's flat on the bottom and bake. 
Cover it with decorative clay and rebake. 
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tip 

Gently pulling the blade by the upper corners 
when slicing will prevent bowing and provide 
cleaner, more even slices. 


uses. Soon after clay users began to work 
with them, the manufacturers of arts and 
crafts supplies began offering straight 
and specialty blades. There are now a 
variety of blades with different lengths, 
degrees of flexibility, and specialty shapes 
that cut clay in pattems. 

Other blades, such as wallpaper 
scrapers and straight-edge razors, are not 
suited for clay work. They are typically 
too thick or may feature a dimensional 
safety edge that makes cutting thin, pre- 
cise slices difficult. 

Proper blade handling is also impor- 
tant. When cutting, blades should always 
be held by the comers. Do not press your 
fingers down across the top edge. Even 
though the edge is dull, application of 
heavy pressure can cut skin in some cases. 

‘When working with a new blade, 
clean and condition it first with 800- or 
1,000-grit automotive- or lapidary-grade 
sandpaper. This will remove the coating 
applied to prevent rust from forming dur 
ing shipping and shelving. 

‘To periodically clean and sharpen 
your blades, follow a few guidelines. Fold 
the sandpaper in half and sandwich it 
between a small piece of fabric or sponge, 
which acts as a safety buffer for your fin- 
gers. Slide the sandpaper down along the 
edge several times, leaving some space 
between the blade and the folded edge 
as a safety precaution. Be sure to do this 


along both sides of the blade to help 
remove buildup that can cause drag, 
Only use a baby wipe or alechol to clean 
the blade to remove glue, liquid clay, or 
paint. Dry the blade immediately to pre- 
vent rust and corrosion. 

A blade is no longer usable when the 
beveled edge measures less than 1 mm 
wide or notches begin to form along the 
bottom. Proper blade care can prolong its 
life for months and even years. 

Craft knives with handles are invalu- 
able for detailed cutting, piercing air 
bubbles, or picking up tiny elements. 
These knives have a screw collet that 
holds the blade securely in place. The 
#11 blade is considered the standard for 
these handles, but many options for dif- 
ferent shapes and sizes can be found at 
hardware, craft, and hobby stores. 


TRAVELING WITH TOOLS 


Changes in airline travel since September 
11, 2001, have greatly altered the way we 
must transport tools and creative sup- 
plies, It is possible to travel with most 
tools and supplies, but only in checked 
luggage. Here are some great tips to bear 
in mind: 


* Due to screening and inspection 
policies (as of when this book was pub- 
lished) it's important to securely pack 
all tools and supplies in separate stor- 
age containers or boxes that are clearly 
marked with the contents, 


* Attach a note that says, “Open with 
care, sharp art tools inside.” If an. 
inspector is injured by a tool when 


jing your luggage, he or she will be 
e likely to confiscate it. 


nly nonflammable art materials can 
‘checked in your luggage. Polymer 
and liquid clay are fine to check in 
ge. Note that security policies can 
ange at any time. It's best to check 
th the airlines and the Transportation 
rity Administration (TSA) each 
me you fly to remain current on 
ictions. 


Double-bag all liquids and powders. 
go holds are not pressurized. This 
cause containers to expand and 
possibly leak. 


spection officials or bag jostling can 
suse storage containers and boxes to 

Open. Secure all containers with elastic 

readbands or small bungee cords. 


| tips for the pasta machine 

| «The clamp that comes with the machine 
doesn't fit onto many tables and can break 
easily if too much pressure is applied when 
tightening. Consider instead using one or 
two large, deep C-clamps to attach your 
machine to the table. 


Elay Forming 
this section is devoted to the tools used 


oF rolling, shaping, and sculpting poly- «Forcing too much clay through any setting 
clay. can result in permanent damage to your 
pasta machine over time. You will know 
if this has occurred when clay rolled aut 
through the thinnest settings no longer 
comes off the rollers under the machine. 
This is an indication that the guide blades 
beneath may be bowed. 

Continual forcing of too much clay 
through any setting bends these blades. 
The resulting gap will prevent the blades 
from lifting the clay off the rollers. 

Before inserting clay through the larg- 
est setting, slice it froma block into thin 
sheets, If the clay crumbles when rolling, 
follow the conditioning tips found in 
chapter 1, page 13. 


*”ASTA MACHINE 


eny consider this to be the most 
tial itern in a clayer’s cadre of tools. 
early all clay work can be done with an 
erylic roller or brayer, but a pasta 
‘machine reduces the work and time 
needed to do numerous tasks and tech- 
niques. Only manual crank machines are 
Suitable for clay, but electric motors are 
evailable for these machines (more about 
motors on page 26). 


* Periodically turn the machine over to wipe 
away the buildup that accumulates on the 
guide blades. Follow by repeatedly rolling 
a large sheet of scrap clay through the 
machine to pick up any loosened bits that 
may otherwise contaminate your clay after 
cleaning the machine. 


+ It's possible to take apart most machines 
for cleaning, but it’s not absolutely neces- 
sary. It can also be difficult or impossible to 
reassemble some machines. 

After years of taking my machine apart 
tocleanit, | discovered a very simple trick 
that prevents “hitchhiking” bits of clay 
from contaminating the clay I'm rolling: 
Cover the clay you are rolling with a deli 
sheet. This protects the surface from pos- 
sible color contamination. More informa~ 
tion on taking apart pasta machines can be 
found at www.glassattic.com. 


‘Tools and Accessories | 25 


In recent years, there has been an 
introduction of pasta machines intended 
specifically for polymer clay: Makin’s 
Clay? offered the first major innovation 
ina pasta machine designed specifi- 
cally for clayers. Their machine features 
Teflon®-coated rollers, which reduce or 
eliminate clay contamination. 

Pasta machines come in roller lengths 
between 5% in. and 8 in. They come 
equipped with a removable handle and 
an attachment clamp. Machine settings 
typically vary from seven to nine thick- 


tip 

Don’t have a pasta machine? Roll clay 
between two identically stacked piles of 
playing cards until the roller makes contact 
with each. This will allow you to create clay 
sheets of uniform thicknesses. 


a) 
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ness settings. The thickness setting is 
adjusted by pulling a spring-loaded dial 
that tums both clockwise and counter- 


clockwise. Some machines list the num- 
ber 1 as the largest or thickest setting. On 
other machines, the largest setting may 
be the number 7 or 9. Acquaint yourself 
with your machine to know which the 
largest setting is. Because of this dif- 
ference between machines, all recom- 
mended thickness settings in this book 
will be listed as “the largest setting,” “the 
second-largest setting,” “the third-largest 
setting” and so on. 

New machines with stainless steel 
rollers may leave black marks on white 
and light-colored clays. Regularly clean 
the rollers with a baby wipe or rubbing 
alcohol. Avoid getting moisture into the 


machine. Internal components can rust. 
Periodically tighten the screws on the 
bottom and sides of the machine. 


MOTOR 


This accessory is very helpful to those 
with physical limitations or anyone 

who does large amounts of clay work. 
However, motors are very noisy and can 
take some time to get used to. They are 
available through clay suppliers and on 
the Internet. Motors attach in the open- 
ing where the crank handle is normally 
placed. There are two running settings 
continuous turning and a pulse mode, 
which runs the rollers only when 
depressed. A foot pedal increases the ver 
satility of the motor, allowing on-and-off 
control with a push of the foot and vari- 
able speed control not available through 
the button controls. Foot pedals are avail- 
able through jeweler’s supply resources. 


HAND ROLLER 


An acrylic roller or brayer is a primary 
tool for clay work, Metal and PVC piping 
are alternative types of rollers. Whatever 
works best for you is the right tool. 
Rollers can be used to smooth ripples 
that can sometimes be formed by a pasta 
machine. They can also be used to flatten, 
condition, shape, or reduce clay canes. A 
roller offers more control for the clayer 
over the process of stretching and thin- 
ning clay than one would have using 
a pasta machine, which only offers set 
thicknesses. 


RUDER 


sre are several types of extrusion 
made for modeling compounds. 


© come with assorted dies (disks) 
control the size and shape of the 
that is extruded. Extruders force 
my through the barrel using either a 
plunger, a twist crank, or a squeeze 


This tool is especially handy when 
g pieces of clay snakes or borders are 
ied. Extruders also offer more uni- 
shapes than snakes rolled by hand. 
‘The softer and warmer the clay, the 
ier it is to extrude. Proper condition- 
essential to preparing clay for 
sion. Barrel sizes vary from small 
large. Smaller extruders are best for 
most everyday uses. Large extruders are 
st suited to making components for 
= construction of large canes or home 


3 projects. 
Extruders should be cleaned 
cen color changes to prevent cross 
contamination. 


D TOOLS 


A needle tool is considered a staple tool 
clay users, and there are myriad other 


hand tools to choose from. There are 
rubber-end tools for smoothing, blend- 
ing, and shaping. They come ina variety 
of shapes, from chisel edges and blunt 
edges to pointed and rounded tips. 
Ball-tip styluses in varying sizes are 
great for texturing clay. There is also an 
increasing number of hand tools designed 
expressly for texturing clays, including 
some with rolling, interchangeable tex- 
ture wheels. Pouncing wheels for sewing 
also make a nice addition to any tool kit. 
Leather stamping tools are ideal for 
clay. Since they are metal, they can stick 
to clay, Application of a release agent 
to clay beforehand can be helpful | see 
MOLDS, page 30, for more information |. 
Metal knitting needles come in all 
types of sizes and diameters. These can 
be used to create texture, draw impres- 
sions, or even substitute for clay rollers. 
Dental picks and wood-carving tools 
can be great fun to use. Consider non- 
traditional options like the open end of a 


tip 

Raise the bar on creative inspiration by 
creating your work with a piece of artwork 
in your hand! Consider covering your metal- 
and wood-handled tools with clay. It’s also 
a great way to personalize tools in order to 
distinguish them from others ina class or 
group setting. 


tips for cleaning extruders 

Lay the clay log to be extruded over a piece 
of plastic food wrap. The plastic should be 
wide enough to roll around the clay one-and- 
a-half to two times. It should be about 1 in. 
longer than the length of the clay log. Align 
the clay on the plastic so it is parallel to 

one edge of the plastic’s edge. Roll the wrap 
around the clay. Twist the extended end like 
a taffy wrapper. 

Inset the clay into the barrel with the 
exposed end against the extruder opening. 
Once the clay has been extruded, take the 
device apart to remove the plastic wrap, 
leaving the barrel clean. 

Here's another cleaning option for metal 
clay extruders only. Bake the barrel in the 
oven for 5 to 10 minutes at the same tem- 
perature recommended for the brand of 
clay used. When cool, loosen and remove 
the hardened clay with a bamboo skewer. 
Remember, this is only for extruders with 
metal barrels, 
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retractable ballpoint pen. Cake icing tips 
make great fingertip tools for texturing, 
cutting out small clay circles, and even 
setting crystals. 

Consider rnaking your own needle 
tools and styluses by embedding straight 
pins and quilting pins into handles made 
from scrap clay. 


BEAD ROLLER 


Making uniformly sized and shaped 
beads from clay used to be a challenge 
for many. That hasn't been the case since 
Sue and Gale Lee of Poly-Tools invented 
their amazing bead rollers, I've had the 
pleasure of watching their tools improve 
and expand since the 1990s. This line 
offers a large variety of roller shapes 
and sizes. Simple instructions make 
measuring, rolling, and piercing clay 
effortless. Their clay tools are in a class 
by themselves! 


28 | The Complete Book of Polymer Clay 


Adhesives 


Wouldn't it be great if there were a single 
glue for every application? Unfortunately, 
different materials have different adhe- 
sion properties. It's important to use the 
right adhesive for the right application. 
‘This section addresses only three of 

the most applicable adhesives for 
polymer clay. 

Without getting too technical, it’s 
important to know some basic informa- 
tion. I've been known to tell my classes 
that when it comes to creativity, "More 
is more, and less is a bore!" Not so when 
working with glue. There is a common 
misperception that if a little glue will 
work, a lot of glue will work better. Make 
no mistake, when it comes to glue, less 
is more. All glues require oxygen to cure 
Applying too much glue will typically 
result in some of it being visibly exposed. 
Not only is this unsightly, it has a ten- 
dency to discolor. Even worse, the glue 
between the surfaces being bonded may 


never fully cure, causing the bond to fail, 
sconer if not later. 

Even with permanent adhesive 
applications, vibration, shock, and wear 
and tear can take its toll. Most polymer 
clays are very durable after curing, but 
breakage even under the best of circum- 
stances is a reality. However, when the 
proper adhesive is used correctly, the 
need to glue again should seldom, 
if ever, occur, 


CYANOAGRYLATE GLUE 


‘This type of adhesive is commonly 
known as “super glue.” [t works best on 
porous materials. Uncured clays gener- 
ally bond well wherever they make con- 
tact prior to baking, especially if pressure 
between the clays has been applied. 

In some cases, you may have dimen- 
sional or textured clay surfaces or ele- 
ments that cannot be pressed together 
with any pressure. In other cases, you 
may wish to add a little “adhesive insur 
ance” just to be on the safe side. Either 
way, a high-temperature cyanoacrylate 
is the ideal method for bonding polymer 
clays. 

The challenge using this glue is that it 
has very little working time, setting up in 
only seconds. Apply only small amounts 
at a time when working on larger sur- 
faces or when positioning components, 
since the bond is almost instant. 

Cyanoacrylate is not recommended 
when adding clay to glass unless the 
entire surface is covered with clay. The 
same is true when adding clay to single 
flat surfaces made from plated metals. If 


aultiple sides of plated metal 
are covered, high-temperature 
ger will work just fine. 
ing to aluminum and other 
Fous surfaces is typically permanent. 
surface is very porous, like paper 
cod, sealing first with a thin layer of 
clay and baking is advised. 
r-the-counter super glues 
aded for household or cosmetic use 
ot recommended for use with poly- 
=r clay for three reasons: 


Inless indicated on the label, cyano- 


Scrylate super glues (and nail glues) are 


ot intended for heating. Doing so may 
ese a safety or health concem. 


lar cyanoacrylate glues begin to 
integrate at 125°F, meaning a strong, 
g bond is not ensured. High- 
emperature clay bonder is not only 


safe to bake, but the resulting bond will 


b= strong, High-temperature cyano- 


acrylate can also be used for household 


pairs and crafting applications. 


or projects that require multiple 
ngs, you'll find that uncured clay 
n't like to stick to baked clay. Only 
"2 small amount of bonder is needed to 
onnect raw and baked clays together. 
‘Areas where there is no glue making 
contact will still fuse together during 
the baking process. 
“ISA PAVELKA 
OLY BONDER™ GLUE 


is was the first cyanoacrylate glue 
‘ifically intended for baking with 
slymer clay up to 30°F. Its low-odor 


and no-fog formula is a product I worked 
to develop for polymer clay and crafting 
Poly Bonder features @ nonclog brush-on 
applicator bottle. 


EPOXY 


This type of adhesive is a two-part glue 
consisting of a resin and a hardener. Both 
parts must be mixed together in equal 
amounts. Epoxies come in setting times 
from 90 seconds to 5, 10, and 20 minutes 
or longer. 

Epoxies are not designed for baking 
and should be used for applications af- 
ter clay has cured. These are suggested 
for gluing clay components to glass and 
other nonporous surfaces. 

Epoxy comes in tubes, double- 
barreled syringes, or bottles, The curing 
process begins immediately once mixing 
is started. Consider how much working 
time is needed for any given project. Even 
though most epoxies usually set very 
quickly, always allow the glue to cure for 
a full 24 hours before using your creation. 

If only one side of a plated metal 
object is covered with clay, you may need 
to remove it after baking and reattach 
with epoxy. Carefully slide a clay blade 
between the two surfaces to loosen. 

After baking, try to remove any non- 
porous embellishments (pearls, metal 
charms, and so on) and reattach with 
epoxy. However, if the ite is resistant 
to removal after baking, don’t force it. 
Another exception would be cases in 
which the item is secured with a clay 
embellishment or frame, 


| tips for using epoxy 

| 

| «Mix epoxy on an index card or folded piece 
of aluminum foil using a toothpick. Discard 
excess glue after it has set. 


+ Rough up the surfaces of the two items 
being bonded together to get optimal adhe- 
sion. Use eneedie tool or awl to make deep 
scratches in the back of the clay and the 
surface of the item you are attaching it to 
whenever possible. 


LIQUID CLAY 


Liquid clay can be used to bond two 
flat clay surfaces together. On vertical 

or curved surfaces, the liquid clay will 
remain slippery until heated for several 
minutes. This may result in the clay slid- 
ing away from its original position. High- 
temperature bonder is best for these 
types of applications. Liquid clay is also 
ideal for gluing clay to fabric. 


Cutting and 
Shaping Tools 


There is a nice variety of cutting and 
shaping tools available to clayers of all 
skill levels. These elements are straight- 
forward and have evolved quite a bit for 
the polymer clay medium. 


CUTTERS 


There are many specific and nontradi- 
tional tool options for cutting clay into 
shapes. Some of the handiest and most 
interesting include cookie and canapé 
cutters. Cutting tools are not only handy 
for cutting specific sizes and shapes, but 
also for measuring out amounts of clay 
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| tip 

| When using straws to make small circles 
or to create texture, cut them down to 1 in. 
in length so that if the clay sticks inside, it 
can be easily removed with a needle tool or 
toothpick. 
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for custom blending, There are even clay 
cutters that not only cut out clay shapes, 
but emboss designs into the surface. 

Kemper Tools makes spring-loaded 
tools in assorted sizes and shapes for 
cutting out small clay forms. For an even. 
larger number of cutting size options for 
small circles, try cake-decorating icing 
tips or drinking/coffee straws. These tools 
make wonderful polka-dot and decora- 
tive accents in clay work and can even be 
used as texture tools. 


PUNCHES 


Punches are not just for paper! Hand and 
decorative punches are perfect for die- 
cutting detailed clay shapes. 

Clay should be baked first and rolled 
out very thin. Less flexible clays are not 
recommended for this application. 


SCISSORS 


Think outside of the box when it comes 
to cutting clay. Scissors are one of the 
most overlooked tools for clay work. 
‘You can use both straight-edge and 
decorative-edge scissors on uncured or 
baked clays. Cutting baked clay works 
best on very thin sheets. 

Scissors can be especially handy 
when cutting off excess clay on wrap- 
around borders or in comers, since these 
areas can be difficult to access with a 
clay blade or craft knife. _ 


MOLDS: 

‘These tools are wonderful for adding 
dimensional impact to your work, Molds 
can be a quick and easy way to create 
jewelry or to accent all types of creations. 
‘There are several manufacturers that 
make both rigid and flexible molds for 
clay. Some are specifically designed 

for clay but those used for other medi- 
‘ums can work just as well. 

You can even make your own molds 
using scrap clay or self-vulcanizing sili- 
cone compound that mixes much like 
epoxy. 

Make molds from figurines, buttons, 
seashells, findings, antique jewelry, or 
your own clay originals. 

When using a mold made from 
polymer clay, the uncured clay must be 
removed prior to baking. Use of a release 
agent is recommended on plain clay. 
Applying clay foil, leafing, or mica pow- 
ders to clay before molding acts as a re- 
lease agent with decorative benefits. 

I recommend an automotive pro- 
tectant spray like STP® Son-of-a-Gun!® or 
Armor All® Protectant as a release agent. 
They will not affect the clay and are safe 
to handle. 

Other options include dusting the 
mold with cornstarch. This will leave a 
residue that is easily washed away with 
water after baking. It will, however, affect 
a slight change in the surface texture of 
the clay. Water can also be used but it is 
a last resort since it beads and doesn’t 
ensure good overall caverage. 


clay scraps that contain brown, black, 
y, as these colors, when mixed with 
fe vibrant colors, will result in dull, 

idy tones. 


‘sure to mix the clay completely, using 
yy of scrap to ensure the mold isn’t 
and brittle, If the clay is left marbled, 
‘can be hard to visually determine if the 
id has been properly filled. 


never possible, extend the clay beyond 
piece you are molding. This will leave 
clean edge, making it easy to trim 
ss clay away. 


ilicone molds are flexible and don't 

a release agent, although it’s still 
to use one, This will minimalize or 
nt distortion when bending the 

to release the clay. 

other option for a clean release 

jut loss of detail is to bake the clay 
ly in the silicone mold. This is safe 
When the clay is cool, it should pop 
nicely. 


"AL STAMPINGS 


working with vintage metal stamp- 
which can be found in bead stores 
flea markets. These elements were 
Signed for jewelry and architectural 
ment but they lend themselves 
yutifully to clay molding. They are 
ically convex and feature finely 

led relief. 

Backfill the stamping with condi- 
ed clay and slice off the excess, leav- 
the backing flush with the edges of 
metal. 


on mold making and using 


INTAGLIOS 


These are vintage glass components that 
work much the same way as stampings 
but are generally not as deep. Intaglios 
are incised (or negative) carvings. 
Historically, they were used for making 
seals for wax embossing. Later this tech- 
nique was adapted for making jewelry 
and decorative adomments in glass and 
crystal, among other things. 

Clay can be directly baked in stamp- 
ings and intaglios. No release agent is 
necessary, After baking and cooling care- 
fully, pry or pop out the clay using the tip 
of a craft knife. Strong, flexible brands 
of clay work best for this method since 
these molds are typically shallow and the 
clay will be thin. 


tips 

* Additional suggestions for decorating 
molded clay include applying mica powder 
to the raised areas after molding or antiqu~ 
ing with paint after baking. 


* When working with face molds, roll the 
clay ball into a slight teardrop. Insert the 
pointed end into the nose cavity to ensure 
proper filling of this space. 


* When working with automotive spray, 
apply a small amount to the clay rather 
than the mold (the same holds true when 
stamping clay). Spread over the entire 
surface with your fingers. This will ensure 
cleaner release. 
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Textures 

While the subject of texture was touched 
upon in the Hand Tools section of this 
chapter, rubber stamps and plastic tub- 
bing plates offer some of the most 
exciting products for adding texture and 
dimension to clay surfaces. Many of the 
techniques that appear in this book rely 
on the use of texture, Textures enhance 
both unadorned and treated clay sur- 
faces, including those that have been 
foiled, painted, or powdered. 

‘They can also be used to achieve some 
of the techniques found in this book, 
including Mokumé Gané (pronounced 
may-ku-may gone-ay), the Sutton Slice, 
and Mica Shift, to name a few. 
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A favorite texture tool of mine is very 
coarse sandpaper. Impressing fabrics or 
Jace into clay is also a fantastic tech- 
nique for texturing, You can even find 
interesting textures on the soles of shoes 
(clean, of course!). 

Even the collet on most craft knives 
can be removed and used as a rolling 
texture tool, embossing the clay’s surface 
with a fine, repeating diamond pattem. 

Other suggestions include aluminum 
foil, leaves, buttons, and even embedded 
salt (in different coarsenesses), which 
can be dissolved with water after baking. 

Open yourself up to the amazing 
array of textures all around you. Adding 
dimension to your work creates richness 
and depth (literally and figuratively), The 
est part is that if you're not happy with 
the end result, you can always roll the 
clay back out and start all over! 


Inclusions and 
Surface Treatments 


‘The products listed in this category are 
excellent for both surface applications 
and placement under thin layers of 
translucent clays (liquid and block variet- 
ies). Mixed use of these products will not 
only heighten the playfulness of clay cre- 
ations, but they can also help to expand 
your own unique style, 


CRYSTALS, 


Only genuine crystal should be baked 
with clay, Plastic or acrylic stones will 
melt. CRYSTALLIZED™-Swarouski Elements 
come in a huge number of sizes, styles, 


colors, and effects. They are all ideal ca 
ponents for embellishing polymer clay 

In order for a crystal to stay secure 
in clay, it must be pressed down into 
the clay until the clay rises up over ani 
around the edges, forming a naturally 
occurring bezel, which locks the crysta 
in place. [fa crystal falls out of clay af 
baking, it is an indication that it wasn! 
pressed deep enough, This is easily fix 
by replacing the crystal using jewelry 
cement. 

The most widely used crystals for 
clay are “flatbacks.” These come as reg 
lar flatbacks (no adhesive), with Hotfiy 
(a patented heat-sensitive adhesive fo 
textiles), and as chatons (pointed-bael 
stones), 

‘While a crystal that's properly se- 
cured needs no adhesive, it can be ad) 
tageous to work with the Hotfix variel 
since the heat of the oven activates tt 
glue on the back. This allows for a me 
secure setting of the stone without tH 
need to bury it as deeply. The higher é 
faceted stone sits in your clay, the bet 
the light refraction and sparkle will 8 


MICA POWDERS 


FIMO Metallic Powders, Jacquard Peal 
and Ranger Perfect Pearls are pigmen 
mica powders that can be used to en 
hance smooth, textured, and molded 
Applied in heavier layers, they can i 
the look of metal. 

Powders can be applied with a fm 
gertip, a foam cosmetic applicator, of 
brush. They can also be mixed into li 
clays and resins. 


These powders come in a variety of 
Selors. Stippling multiple hues onto clay 
mith a fingertip results in a beautiful var- 

gated effect. Pearl Ex and Perfect Pearls 
fe also available in “interference” colors. 
are opalescent colors that change 
B tone and shade when applied to vari- 
us colors of clay. 
FIMO Metallic Powders and Pearl Ex 
Rould be sealed after baking with brush- 
& polymer-clay-compatible lacquer or 
in, This will prevent the powders from 
coming off from direct contact with skin 
ind clothing. Perfect Pearls has a built-in 
that allows it to bond to the clay 
ing baking. No sealing is required. 
FIMO Metallic Powders are available 
Mndividually. Pearl Ex and Perfect Pearls 

available both individually and in 
‘sets, Pearl Ex is also available in larger 
Bulk sizes. 


EMBOSSING POWDERS 


Also known as thermographic powders, 
‘these products are used by printing 
thouses and rubber stampers to create 


raised impressions on paper. Embossing 
powders‘can be added to clay by hand- 
kneading in tiny pinches at a time, 
Mixing with the pasta machine is not 
recommended. 

These powders come in all types of 
colors. They melt when baked in the clay. 
The effect is known as “blooming” and 
creates a speckled pattern that shows 
across the clay's surface. The more pow- 
der added, the more intense the speck- 
ling will be, 

Many embossing powders are only 
encapsulated with color on the outside, 
but are white on the inside. The typi- 
cal result is that the powder will bloom 
white, regardless of the exterior color. 
The only way to be sure what color you'll 
end up with is to test-bake a pinch in the 
desired color of clay. 


GLITTER 


This product has come full circle from 
the glitter we knew as children. There are 
more refined brands, colors, and effects 
available. Barbara Trombley's Art Glitter 
offers one of the largest varieties of glit- 
ter suitable for use with clay. 

Some glitters burn while baking. 
While this isn’t actually hazardous, 
the resulting effect is glitter that looks 
dull and flat. High-quality products 
like Trombley’s glitter come in differ 
ent sizes and grades, from microfine to 
larger flakes. These offer superior light 
refraction, metallic property, and shine. 
They are even available in custom color 
blends. Another benefit to these higher- 
quality glitters is that they do not 


safety tip 

Embossing powders are easily airborne, and 
inhalation should be avoided. Do not use in 
drafty rooms and keep tightly capped when 
not inuse. 


develop an annoying static charge, 
enabling them to be easily cleaned up 
from your work area, 

Glitter should only be mixed into clay 
in small amounts (as with embossing 
powder), Adding more to intensify the 
effect should be done gradually. It can 
also be stirred into translucent and 
colored liquid clays. 


PAINT 


Acrylic and tempera paints work well on 
polymer clay. These can be used before 
or after baking clay to create different 
effects, like antiquing and crackle fin- 
ishes. Applying paint dimensionally (in 
layers) like gesso is also a way to achieve 
distressed and vintage effects popular in 
the altered art and collage traditions. 

Rub 'n Buff® from AMACOS is a 
pigmented wax that is ideal for use on 
baked clay, It is especially good for cre- 
ating antiqued and patinated finishes. 
Disposable gloves are recommended for 
applying this product. 


It can be fun to mix embossing powder with 
glitter to get varied effects. FIMO Soft and 
Pardo clays offer several colors already 
embedded into the clay. 
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PATINA AGENTS 

These are two-part products that contain 
fine particles of real metal. They can be 
used to give polymer clay the appearance 
of being rusted, or of patinated bronze 

or copper. One brand that works well on 
clay is Sophisticated Finishes, which can 
be found at most craft stores and on the 
Internet. 


INKS 


Rubber stamp pads are an excellent way 
to create several looks on the surface of 
clay. Both pigment- and dye-based inks 
become permanent when baked on clay. 
Stamps can be used to deliver ink in a 
dirnensional embossed method or just 
to the surface, much like they would 
apply it to paper. Exciting introductions 
of specialty inkpads can further expand 
the creative possibilities of working with 
this medium. They include chalk and 
metallic finishes. 

Alcohol inks can be blended into lig- 
uid clay, Unlike ofl-based paint, which 
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will color liquid clay with opacity, these 
inks will tint the clay while retaining a 
translucent quality. Sponging or painting 
ink onto clay can also be used to create 
interesting backgrounds. 


CLAY FOIL 


Both clay foil and metal leaf add metallic 
properties to clay, but they are two very 
different products. Foil is mounted on 

a Mylar® backing. It is burnished onto 
uncured polymer and adheres through 
heated application, whereas metal leaf is 
directly applied to the clay. 

This product is intended for clay but 
is also suitable for other creative appli- 
cations with the use of tacky glues or 
double-sided adhesives. Clay foils come 
in a variety of metallic colors and pat- 
tems, such as rainbow and oil slick. 

There is even a translucent oil slick 
that reveals the color of the clay to which 
it is applied. It can be layered with trans- 
fers and leafing. 

Clay foil can be used to achieve faux 
dichroic and art glass effects, especially 
when sealed under layers of dimensional 
resin. Techniques for these and other 
applications can be found in the chapters 
that follow. 

Foil will crackle when stretched, but 
not as dramatically as leaf does. The 
effect is a much softer look. 


LEAF 


‘This product comes in sheets of micro- 
thin metal. It is found in two varieties: 
the genuine precious metals and the 

much less expensive version known as 


composite leaf. Most people cannot tell 
the difference between the real thing anc 
composite leafing, but the difference in 
price is staggering. Composite leaf comes 
in the three most common metallic 
tones—gold, silver, and copper—as well z 
variegated metallics. It is also available i 
mixed color flakes. It is very delicate and 
fragile. Leaf tears and crackles very easili 

Leafed clay that is exposed to repeate 
handling should be sealed with a brush- 
on lacquer or resin to prevent the leaf 
from flaking off over time. 


IMAGE TRANSFERS 


While the subject of transfers is covered 
in later chapters, it’s worth noting that 
there are transfers made especially for 
polymer clay use. These are also suitabl 
for crossover application with mediums 
including wood, glass, paper, and a varie 
of other surfaces. They are just one of th 
options for adding pictorial embellish- 
ment to your clay work. These transfers 
are available in preprinted and customi: 
able inkjet media and work the same as 
waterslide decals for model making. 


ANGELINA® FIBERS 


‘These are fine, fusible fibers with a 
metallic sheen. They come in many 
gorgeous colors and effects, including 
holographic and iridescent fibers. They 
are ironed into flat layers between pare 
ment papers or Teflon craft sheets. A 
traditional iron set between medium ai 
high heats will bond the fibers together 
in a few seconds. 


“Angelina fibers can add an interesting 
Glamorous look to clay surfaces, espe- 
iy when sealed beneath layers of resin. 


ishes 
Sere are a variety of options for giving 
iked clay work a glossy finish without 
‘effort of polishing and buffing It's 
S=portant to use sealers and glosses that 
= been specified as clay compatible. 
Some glazes and glosses for household 
S94 craft applications contain solvents. 
=r time, solvent-based finishes will 
Sct with the clay, leaving them feeling 
ermanently tacky. This is especially true 
2erosol spray finishes. 
FIMO Gloss Lacquer, Future® Floor 
th (available in most grocery store 
ing aisles), and Varathane® 
ond Water-Based Polyurethane all 
provide surface gloss without dimension. 
ése types of products are best used on 
d and cylindrical clay forms such as 
ens, beads, and lentil shapes. 


Keep in mind that applying these 
directly to cured clay without polishing 
first may result in a slightly mottled 
appearance. Polishing clay first | see 
POLYMER CLAY ESSENTIALS, chapter 1, 
page 19 | will smooth the surface and 
allow the sealer to dry with a high-gloss 
finish. 

Future may be baked after applica- 
tion. Baking is not recommended with 
the other products listed above. 


RESIN 


There are several resins that work with 
baked clay. Many resins are epoxy based 
and require the mixing of two parts 
Many of these types of resins will yellow 
over time. Typical drying time is several 
hours to one or more days, 

In 2007, my own dimensional resin 
for clay and crafting was introduced. Lisa 
Pavelka Magic-Glos™ is a nontoxic, no- 
odor gloss that requires no mixing and 
dries in only minutes (5 to 15 minutes 


tips 

«Some foil colors may fade in higher baking 
temperatures. After applying foil, bake for 
3 to 5 minutes and then seal with a thin fin- 
gertip application of liquid clay to prevent 
fading. 


If foil fades during baking or if deeper tones 
are desired, color over the foil with perma- 
nent markers to intensify the saturation. 


«Try using some different colored perma~ 
nent markers over contrasting foils to geta 
variegated effect. 


for most layers). It is cured by UV light 
(direct sunlight, a 6-watt or higher UV 
cure lamp, or 2 40-watt or higher fluo- 
rescent black-light bulb), Even though 
heat doesn’t have any effect in the cur- 
ing process, the product can be baked at 
clay temperatures. This allows the user 
to continue adding clay embellishment to 
pieces already treated with cured gloss. 
Baking may also darken the gloss slightly 
but this isn't typically noticeable except 
with white and very light-colored clays 
and transfers. 

Unlike nondimensional surface 
glazes, Magic-Glos is great for embedding 
accents and inclusions. It also gives foils 
and transfers the look of glass. Multiple 
layers can be added to create rounded or 
domed cabochon effects. It can also be 
matted (by sanding), drilled, or carved. 

Keep in mind that other dimensional 
glazes are not always waterproof and may 
require sealing after drying to prevent 
them from becoming cloudy or tacky. 
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ER THREE 


Kinner Blending 


OF YOU NEWTO POLYMER CLAY may be thinking, ‘Polymer 
Wy sure looks great in projects, but it must be difficult to get the 
Sulis you see without being an expert! Nothing could be further 
Bn the truth. The beauty of this medium is that it has an extremely 
Bht learning curve. The most difficult thing about clay is decid- 
B10 take the plunge. Because polymer clay is. a technique-based 
ium, your skill improves exponentially with practice. The great 
is that it takes most people very little practice to master 
Hverious techniques, and you can achieve professional-looking 
Sits rather quickly. 
2s taken a long time for the polymer that could be achieved through a gradi- 
§ you buy today to evolve from its ent look. 
ble beginnings, and even though The illusion of graduated color 
mer clay has been around since the —_brought a sense of depth and dimension 
Os its widespread popularity didn’t to the work of early pioneers in the 
Sa to grow until it became available in medium. Artists and hobbyists could 
ss besides white and beige tones. Not _create a series of clay blends that, when 
= after, visionaries like David Fordand _layered, gave this gradient look. The 


n Forlano of City Zen Cane began more layers there were, the more realistic 
enting with special visual effects the effect. 


TECHNIQUES 
Basic Skinner Blending 


* Multiple-Color Skinner 
Blending 


Creating Surface Sheets 
© Gradient Loaves 


© Ribbons 
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My early experiments with this varied 
greatly depending on how much work I 
was willing to do in blending a color se- 
ries. For more realistic-looking gradients, 
1 created 100 shades from light to dark 
between two colors. 

When I was interested in a less labor- 
intensive result, | might make only 
10 to 30 shades between two colors. 

‘This could take hours or even days. The 
more shades that were layered, the more 
gradual the effect, but even with a higher 
number of shades, a somewhat striated 
appearance could still be seen. 

Enter Judith Skinner, a brilliant clay 
artist who came up with a method for 
creating true gradient blends between 
two or more colors that took only min- 
utes rather than hours or days. The term 
“Skinner Blend” is synonymous with 
color gradients made with polymer clay 
using two or more colors. This innova- 
tive method revolutionized clay work for 
thousands, not only allowing gradients 
to be made very quickly, but also result- 
ing ina smooth and gradual transition of 
color from light to dark. 

‘The effect is achieved by blending 
clay on @ diagonal bias. This can be done 
with an acrylic roller, but the process is 
much easier and faster with a clay- 
dedicated pasta machine 
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‘The technique involves blending day 
triangles (two right-angle triangles for 
two-color blends and a combination of 
right-angle triangles on the outside and 
isosceles triangles for interior clay sec- 
tions for multiple-color blends). 

The end result is a color gradient 


sheet that can be used a number of ways. 


One of the most common is to stretch 
the blended sheet thinner and thinner 
(typically on the fifth- or sixth-largest 
setting of the pasta machine) lengthwise 
and rolling it into a log. This is one type 
of “bull’s-eye cane” (a “cane” is a log of 
clay), The sheet can be rolled from dark 
to light or light to dark depending on the 
desired use. 

Other options include using the sheet 
as is in thick or thinned applications for 
backgrounds. These are beautiful for 
journal covers or for wrapping around 
bakeable vessels, Yet another use is to 
make gradient loaves | see GRADIENT 
LOAVES, page 43 |. 

The greater the contrast between the 
colors being blended, the more folded 
passes through the pasta machine are 
required to achieve a complete blend 
Typically, a high-contrast blend (for 
example, white to black) will require 
25 to 30 passes through the machine's 
largest setting, and a lower-contrast 
blend (for example, white to yellow) will 
require 10 to 15 passes. It's not necessary 
to count the passes. You'll/know when 
you're satisfied with the results. 

Creating incomplete blends is a great 
way to get special effects in bull’s-eye 


canes, The result can appear somewhat 
striated or veined, resembling the look of 
Ikat fabric. Another alternative is to 
introduce thin strips of other clay colors 
to incomplete blends or add inclusions 
such as glitter into the clay for unique 
effects. 

It would be possible to devote an 
entire book to variations, projects, and 
applications involving the Skinner Blend. 
In this book, we'll just cover the tip of the 
proverbial iceberg in hopes you'll be 
inspired not only to master this tech- 
nique but also to experiment further. 


TECHNIQUE #1 


Basic Skinner Blending 


Some people begin their blends with 
Triangles cut from squares, and others 
from rectangles. Either method will work 
@m creating your blend. On that note, I 
fealize that what works best for me is 
fot always the best or easiest method for 
Everyone. 

If, in working with this or any other 
Fecommendation, you find a better, faster, 
"Or easier method for yourself, then that 
twill, of course, be the right way. 


4 Cut a 3-in. by 4%-in. template from 
an index card, Larger rectangles or even 
Squares can be cut frorn an index card 
to create a larger blended sheet. Cut out 
two rectangles of contrasting colored clay 
from sheets rolled through the largest 
setting of the pasta machine. 

It's important to start with a suf- 
ficient amount of clay in order to have 
enough to repeatedly fold in half, as the 
clay lengthens during the blending pro- 
cess. A half-block minimum per color is 
recommended for getting started. 


2 cut each rectangle diagonally with the 
clay blade. This can be done frorn corner 
to corner for a more subtle end result. 
For a more dramatic effect, offset the 
diagonal cut ¥ in. from each opposing 
corer. This will leave some of each origi- 
nal color at each end of the completed 
blend, giving a more dramatic gradation 
between colors. 


3 Stack the same color triangles, one 
over the other, to create double-thick 
triangles of clay. Make sure the wide and 
narrow ends of each triangle are layered 
to match identically a. Align the two 
double-thick triangles together to reform 
a rectangle with both colors as shown b. 
Run this clay rectangle through the pasta 
machine on the largest setting 


4 Fold the flattened rectangle in half and 
run it through the largest setting of the 
machine a. It's important when creating 
any Skinner Blend that the side edges of 
clay (after folding before each pass) are 
identical in color (that is, yellow is touch- 
ing only yellow along the outer folded 
edges, and blue is touching only blue on 
the opposite side) b. 

‘The other tip is that after folding the 
clay, both or all colors touch the rollers 
lengthwise during every pass. The clay 
should also always be inserted fold first 
into the pasta machine to avoid trapping 
air between the layers. 
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This is the blend after only five passes. 
You can begin to see the gradation. 


note 

On some machines, the clay sheet will come 
out wider than when it went in. This is from 
being compressed during rolling. Simply fold 
the sheet in half as directed on page 39 and 
slightly scrunch it together to reduce the 
width, making it the right size to be placed 
back through the rollers. 
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5 Repeat Step 4 as many times as it takes 
to get a smooth gradient effect. During 
the first several passes, it won't look like 
this is being accomplished, but the effect 
will begin to reveal itself as you continue 
to roll through. Remember, this can take 
as few as 10 passes or as many as 30. 


6 Once you are satisfied with the blend, 
it’s time to stretch the sheet (unless a 
thicker background sheet is desired). It’s 
always easier to work or manipulate a 
short, wide cane than a long, narrow one. 
Since the sheet doesn’t come out uniform 
and even, you may need to trim a little off 
the edges, Cut the sheet in half length- 
wise and stack one half over the other to 
create a strip of double thickness. 


7 Roll the strip lengthwise through the 
largest setting of the pasta machine. 
Maintain control aver the’sheet while 
stretching by gently holding and guid- 
ing it through the rollers during this 
stage. Repeatedly run the clay lengthwise 


through the pasta machine, adjusting the 
rollers to increasingly thinner settings 
with each pass until you have rolled the 
sheet through the fifth- or sixth-largest 
settings. 

If making a bull’s-eye cane, decide 
whether you want the cane to go from 
light to dark or dark to light starting 
from the center core of the cane. 

Start by rolling the core color in 
on itself as you would roll a jelly roll 
cake. Continue rolling until the sheet is 
formed into a log. Air pockets can ruin a 
millefiori cane by creating distortion. 


note 


| Some brands of polymer clay are stickier 


than others before curing and may need to 
be fed out the bottom of the machine onto 
your work surface when stretching. Make 
sure your work area is clean of debris before 
doing this in order to avoid contaminating 
the sheet. Also, do not allow the clay to sit on 
the roller guard plates when cranking, asit 
may result in the strip sticking and tearing. 


tip 

To make starting the roll easier, make a thin 
snake from the clay color that will form the 
center core. Place this along the end of the 
stretched sheet and roll the clay over the 
snake to make it easier to start a tight, com- 
pact roll (see the top photo below). 

At the opposite end, trim a straight edge, 
cutting away any excess or jagged clay. If 
the color doesn’t extend all the way around 
the outer clay layer of the roll, add a sheet 
‘of the end color from one that's been rolled 
through the last setting used to stretch 
the sheet. Trim the excess clay. Compress 
the cane, starting at the center (see “Cane 
Reduction”on page 49) and roll while 
rotating with your fingers to compact and_ 

compress any air out of the center. 


TECHNIQUE #2 


Multiple-Color 
Skinner Blending 


1 Make an index card template with 3 or 
more colors. Use the template when cut- 
ting out the colors you will be using for 
your triple-blended gradient. 


2 Gently compress the triangles together 
with your fingers. Fold these in half and 
repeatedly roll through the largest set- 
ting of the pasta machine following the 
directions for Steps 4 through 6 for Basic 
Sinn Bradinga,v. 


3 For a bull’s-eye cane trim, stack, and 
stretch the multicolored gradient sheet 
as explained in Basic Skinner Blending or 
use one of the other techniques 
explained in the pages that follow. 

More dramatic jelly-roll canes can 
be made from gradient Skinner Blended 
sheets that are not stretched. 


2b 
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This jelly-roll cane made with the thickest set- 
ting shows more pronounced striations than 

would be seen ina cane made from astretched, 
thin sheet. 


VARIATION 1 

To make a jelly-roll cane with a subtle 
striated effect, follow Step 6 of Basic 
Skinner Blending to create a stacked strip 
of double thickness. Roll this stacked 
strip lengthwise through only the larg- 
est setting of the machine to stretch and 
elongate the strip. Follow by rolling from 
light to dark or dark to light as desired. 


Diagram A 


Diagram B 
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Notice how much more dramatic Variation 1 
becomes whena strip of black clay from the 
sixth-largest setting of the pasta machine is, 
placed over the strip before rolling, 


VARIATION 2 
Amnore dramatic jelly-roll cane can be 
achieved simply by placing a thin layer 
of contrasting clay (rolled through the 
fifth- or sixth-largest setting of the pasta 
machine) on top of the gradient clay strip 
made in Variation 1, and then rolling, Play 
with clay colors using either a color used 
in your blend or a completely different 
color from one in the blend. Experiment 
with color contrasts from extreme to 
subtle and the thicknesses of this layered 
sheet for different effects. You can even 
layer thin and thick gradient sheets over 
another gradient sheet for different looks. 
For four- or five-color gradient blends, 
refer to diagrams A and B for cutting 
angles. 


Diagram C 


Creating 
Surface Sheets 


Working with blended clay sheeting is 

a great way to create beautiful back- 
grounds in your work, whether for jew- 
elry, home décor, or accessory making. 
Gradient clay sheets can also be enlarged 
and extended by backing them with 
thicker layers of white clay, followed by 
rolling through thinner settings of the 
pasta machine or with an acrylic roller, 
Only white clay is recommended when 
backing the gradient sheet for enlarging 
this surface since stretching the clay will 
also thin it, allowing the underlying layer 
to mute the surface color, 

Another method for making larger 
blended sheets is to connect multiple 
sheets. To do this seamlessly, abut the 
sides to be connected at opposing 
45-degree angles and join the ends so 
that they connect at the beveled edges 
(see diagram C), This also works for over- 
lapping single-color clay sheets. 

Consider adding texture to your 
blended backgrounds using coarse sand- 
paper, rubber texture plates, and more, 


La 


TECHNIQUE #3 
Gradient Loaves 


These formations of gradient blends are 
ideal when a smaller background sheet 
is needed for applications requiring a 
vertical blend as opposed to a cylindri- 
cal formation like the one created with a 
bull’s-eye cane. Loaf formations are also 
ideal when making blends of three colors 
or more 1. 

Slices from these loaves can also be 
enlarged, as with surface sheets. When 
extending loaf slices, you may notice a 
more striated look as the clay stretches, 
as opposed to the effect you get using 
larger, just-blended sheets. Texturing the 
clay surface when creating your project 
can minimize this result. 

Stretch the clay as instructed in 
Steps 6 and 7 of the Basic Skinner 
Bering nsreaciers, Cua teen, 
straight edge along one end of the strip. 
Fold the clay back and forth like an 
accordion in 4-in.- to 1-in.-wide inter- 
vals. Do not press the clay together too 
firmly while doing this. Once the clay has 
been completely folded, trim the excess 
clay off at the opposite end of the strip. 
Gently compress the stack together with 
your fingers or an acrylic roller to remove 
any air pockets 2, 


tip 

You can trim the loaf from the sides and the 
back, but you'll have larger workable surface 
areas if you leave these distorted sides 
intact. Leaving the back end untrimmed 

will also give you more of an anchor when 
slicing the last bit of loaf, leaving you more 
usable clay. 


TECHNIQUE #4 


Ribbons 


Compressing gradient loaves and assem- 
bling them together with the lightest 
sides facing inward achieves the illusion 
of a satin ribbon or reflective strip 1. 
Elongated and stretched ribbon canes can 
be cut and assembled with vertical lines 
opposing horizontal lines in a checker- 
board fashion, which can mimic the 
appearance of basket-woven designs 2 
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GHAPTER FOUR 


Millefiori Caning 


ONE OF THE MOST POPULAR TECHNIQUES (and the most intimidating) 
is millefiori caning. This is a process based on the ancient Roman 
glass technique that creates a horizontal rod of single or multiple 
components that form an image, pattern, or picture. This canbe 

as simple as the gradient bull’s-eye cane taught in Basic Skinner 
Blending (see chapter 3). 

Don’t let the idea of a complex cane intimidate you. While there 
are varying degrees of complexity, some of the cane tutorials in this 
chapter will yield amazingly intricate-looking canes that require 
neither years of skill nor precision. This chapter is an introduction 
to the concept on the most basic of levels and offers a handful of 


lesigns with wide application and ease of variation. 


‘The original concept of caning is thou- 
sands of years old and can be seen 
in ancient beads and artwork found in 


it in candles that have exterior designs 
reminiscent of stained glass. The patterns 
on the outer veneer are made through 


Europe and Africa. These days, millefiori 
technique shows up in some surprising 
places aside from glass and clay work. 
Without realizing it, you may have seen 


combination extrusions of colored 
‘wax rods. 

This technique is also used in the 
making of hard and soft candies. As a 


TECHNIQUES 

« Striped Jelly-Roll Canes 
¢ Leaf Canes 

Flower Canes 


* Gradient 
Checkerboard Canes 


© Gradient Heart Canes 
* Smoosh Canes 


¢ junk Canes 


145 


46 | The Complete Book of Polymer Clay 


———————————————————— I EOEOEOEOECOCUCU | 


child, you may have enjoyed taffy with an 
American flag or a holiday tree that ap- 
peared on both sides of the candy. These 
are created by combining and extruding 
colored rods and ribbons of candy into 
logs, which are sliced into individual 
pieces. Some of the more contemporary 
uses of millefiori technique are found in 
soap making, cheese, and ready-to-bake 
cookie dough that features holiday pat- 
terns, which are revealed when sliced for 
baking. 

One way to think of millefiorl is to 
regard it as the sculpting of an image 


This sunflower cane was made by combining both 
veined and plain Skinner Blended bull’s-eye canes. 


along a horizontal plane. The assembly 
of multiple-colored components into a 
combination forms a rod, or “cane.” These 
components can vary from round snakes 
and flat strips to square or triangular 
logs. When this rod is sliced crosswise 
with a blade, the pattern made by the 
chosen assembly method can be seen 
wherever the cane is sliced. The cane can 
be reduced in size by hand or tool manip- 
ulation (see page 49 for more information 
on reduction), yet the image remains in- 
tact throughout the cane, no matter how 
small the diameter, 


Slices from millefiori canes can be 
used a number of different ways. Thicker 
slices can be pierced through the cen- 
ter or sides for use as buttons or beads. 
Thinner slices are typically applied over 
base layers of clay to create veneers for 
decorating any number of surfaces. 

If you're new to caning, my best 
advice is to start with simple canes, fol- 
lowing some of the guidelines in this 
chapter, and work your way into more 
complex caning. Practice and mastery of 
the basics will serve you well as you build 
your caning skill. 

My very first attempts were extremely 
complex canes. | spent eight hours on 
my first cane, not really knowing how to 
properly reduce it, and ended up with a 
‘mess. | was so frustrated, I didn’t attempt 
caning of any sort for several years. 
Knowing what I know now, I could have 


turned that mess into a complex kalei- 
doscope cane that could have been quite 
lovely, Sadly, it ended up being blended 
together for armature clay, which wasn't 
a total waste, but eight hours is a lot of 
time to spend on filler. 

Work your way up to larger or more 
complex canes gradually (like the cross 
section of the face that can be seen here). 
‘Typically, complex canes involve many 
different sections assembled to form 
detailed pictorial images. These often 
incorporate shading through use of 
gradient blended canes, loaves, and 
sheets to add depth and realism toa 
two-dimensional plane. 

Even simple canes will amaze your 
friends and family when you explain 
that they are not painted, but actual 
assemblies of individually colored clays 
you created by hand. 


Helpful Caning Pointers 


* Canes can be made small or large, 
depending on the number of slices 
desired. Commercially produced canes 
are made and measured in pounds. 

It’s best, however, to always start 
assembling components of at least 
1-in. lengths, Shorter lengths can make 
assembling more detailed patterns 
difficult. 


All methods used to compact and 
reduce a cane will result in some distor 
tion along the ends. This is normal. The 
better you become at reduction through 
practice, the less distortion you will 
jnave to cut from your cane ends. Even 
though there is no waste in clay, you'll 
want to improve your reduction tech- 
nique in order to have the maximum 
length of usable cane possible. 


Although various brands of clay can be 
blended and baked together, I recom- 
mend making canes using the same 
brand of clay to ensure uniform consis- 
tency. Since there are great differences 
among clay brands in firmness and 
elasticity, using assorted brands of clay 
ina single cane can result in a great 
deal of distortion. If mixing brands 
cannot be avoided, mix equal ratios of 
brands for each and every color that is 
used in the creation of a cane. 
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* Most brands of clay will be too soft 
immediately after caning to slice with 
good results. For this reason, I recom- 
mend allowing your cane to rest for 
several hours or even days before slic- 
ing. As the clay sits, it will regain firm- 
ness, making it easier to get clean, crisp 
slices. The sharper the blade, the better! 

For those who just can't wait, create 
your canes with clay that has less blade 
resistance or drag, or freeze your cane 
for 10 to 15 minutes before slicing. Clay 
thaws quickly, so repeat freezing may 
be required for larger canes. 


+ All clays, including canes, will become 
stiffer over time so the storage period 
for canes made from the firmest brands 
of clay is shorter than that of less firm 
clays. Over the course of months or 
years, canes made from firmer clays 
may not be malleable after slicing 
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unless the cane is warmed throughout. 
This typically involves reducing the 
cane to recondition it, 

Attempting to roll or thin a slice 
from an older cane made from firm clay 
may result in fracture of the clay. This 
shouldn't be a problem when thicker 
slices are cut for the use of buttons or 
beads. In this instance, drilling holes is 
best done after baking. 

When the reduction of cane size is 
not desirable, constructing canes from 
softer brands of clay may work best. 
Creating canes from soft clay requires a 
very light touch and may be difficult for 
those with very warm hands. 


* Storing canes is fairly easy. They do not 
need to be wrapped, but they should be 
stored in the types of plastic containers 
mentioned in chapter 1 to protect them 
from airborne particles and kept away 
from heat and light when not in use. 


* When creating a complex cane, it may 
be helpful to sketch the pattern onto 
paper first. The pattern can then be 
enlarged or reduced on a photocopier 
or scanner as desired and placed under 
clear, tempered glass to use as a tem- 
plate when creating and assembling the 
components. 


» Bake clay slices for beads and buttons 
on stiff cardboard to prevent shiny 
spots from forming on the under- 
lying side. 


Cane Shapes 


Finished canes can be round, square, 
triangular, rectangular, hexagonal, or 
dimensional. Once created, many canes 
can be reshaped through compression 

by hand or roller to form new shapes. 
Straight-sided cane shapes (square, rect- 
angular, or triangular) can be aligned side 
by side over underlying clay or another 
bakeable surface and rolled until melded 
into a seamless surface to create repeat- 
ing patterns. Round or odd-shaped canes 
can be sliced and placed over contrasting 
clay surfaces to achieve polka-dotted or 
random pattern effects. 


PACKING 

Packing dimensional crevices and curves 
along the exterior of a cane is one way 
to give the cane a reducible shape. When 
packed cane slices are embedded onto a 
clay surface with an identical color used 
to fill the background, the cane will 
appear to float on the background 
surface, as if it were painted on. If the 


Backing clay color differs from the back- 
ground color of clay the slice is being 
embedded into, it will highlight the slice 
gainst the background. 


WORKING IN EXACT SIZE 


en a dimensional cane shape is de- 
ed without the use of packing, one 
ption is to create and assemble the 
components to the exact size that is 
esired. Great attention to packing and 
compression must be made during the 
essembly process to prevent visible gaps 
fom forming between components. 
Shaped, dimensional canes should be 
lowed to rest for several days so the 


ices her canes while standing them 
ertically, rather than laying them down, 
9 prevent distortion. 


other method to create cane slices 

t can float on any background color 

5 to pack the exterior of a cane with 
translucent clay until it can be made into 
round or square cane. When canes are 
educed to the desired size, you can slice 
ay the translucent clay from the 
exterior in short increments (¥-in. to 

in, sections at a time). This will 

expose the cane so that you can take 
ensional slices that won't have visible 
wrapping. 


Cane Reduction 


Cane reduction is an essential compo- 
nent of creating successful millefiori 
canes, and it is especially crucial to 
remove any air trapped between compo- 
nents. Failure to properly reduce a cane 
will result in the cane falling apart if 
rolled to reduce, internal distortion of 
the pattem, or gaps and/or holes in the 
cane slices. 

As the name implies, the method 
reduces the overall size of the finished 
cane. Keep this in mind when construct- 
ing your canes. The beautiful thing about 
caning is that you can divide a single 
cane into identical canes of various sizes. 

The methods for reducing canes 
include one or more of the following 
manipulations: hand compression/ 
squeezing, stretching, and rolling across 
the work surface or with a rod. Many 
people incorporate various combinations 
of these methods in the reduction of a 
cane. Like anything else, practice will im- 
prove your reduction skills and help you 
determine the method that works best 
for you. 

Around cane, like the one pictured 
on page 50, is compressed in the middle 
by squeezing between the thumb and 
index fingers while frequently rotating 
to keep the reduction consistent on all 
sides. When the cane begins to take on 
an hourglass shape, work your way 
toward one end using the same method 
of reduction, Then, turn the cane around 


| note 

| Very thin slices of lighter-colored clay 
laid over a dark background may become 
somewhat muted in tone, as the color of the 
veneer layer can show through. Use white or 
light clay as a backing. 
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and work your way down the opposite 
end until the diameter is uniform. Follow 
with stretching until the cane is nearly 
the desired diameter. Finish by lightly 
rolling the cane over the work surface 
until smooth. 

Reducing a cane by rolling it with 
your fingers or the palms of your hands 
should be done very minimally, Rolling 
can twist and distort a design internally. 
That isn't a problem with simpler canes 
such as bull’s-eyes and spirals. Rely pri- 
marily on rotational squeezing and/or 
stretching by hand until the cane is the 
desired size and shape. Refining square, 
rectangular, and triangular canes can be 
done with an acrylic rod. 


Cane Slicing 


Cane slicing is best done with clean, 
sharp blades. Blades with debris on then 
or older blades with notching along the 


| note 


Even the firmest of cane slices may be 
slightly distorted after cutting. You can 
gently pull the clay to reshape as desired. 
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edge will result in drag lines appearing 
across your slices. To cut thin, even slices 
when slicing canes, sit up straight. Look 
down directly over the top edge of the 
clay blade to make sure it is perpendicu- 
lar with your vision and is straight up 
and down as you slice, 


ROUND 

When cutting a round cane, roll the blade 
back and forth as if you were sawing a 
log. This will also cause the cane to 
rotate, reducing the tendency to flatten 
on one side. 


SQUARE AND RECTANGLE 

Cut into square and rectangular canes by 
starting with a few sawing motions, and 
then slice straight down once the blade 
has entered the cane. Rotate the cane 
one quarter turn after each slice to help 
maintain the shape. 


TRIANGULAR 

For triangular canes, cut straight down 
through the upper tip. Rotate the triangle 
to the next side after each turn to main- 
tain the shape. 


TEARDROP SHAPED 


Slice teardrop-shaped canes by starting 
at the round, wide end and slicing the 
blade downward toward the tip at an 
angle. Think of this motion like that of 
a skier making his or her way downhill. 
Flip the cane over after each slice to help 
maintain the teardrop shape. 

It can be helpful to form what is 
called a “cane trough” for slicing round or 


dimensional canes with less distortion. 
From uncured clay, create « channel that 
conforms to the shape of the bottom of 
your cane. Lay the cane on the trough 
and adjust it so that the desired amount 
extends beyond the chennel, and slice. 
Create the trough using a clay color that 
matches the outer color of the cane to 
prevent contrasting residue from con- 
taminating your slices. 

It may be helpful to mark the desired 
slicing widths on the cane before cutting. 
You can eyeball these dimensions, use a 
ruler, or use a clay-marking tool found at 
many craft and hobby stores. I like to use 
hair combs with varying widths between 
the teeth, Lightly press whichever tool 
you are using along the outside of the 
cane to guide you. There are also profes- 
sional cane-cutting slicers and guides 
that can be found through Internet 
searches and clay suppliers. 

Thin slices are typically used for roll- 
ing until embedded on a clay veneer 
sheet or sliced thicker for use as dimen- 
sional accents, beads, or buttons. 


Cane Techniques 


‘The following methods are just the 
beginning of what you can create with 
the millefiori cane concept. Additional 
resources for more in-depth caning con- 
cepts can be found via Internet searches, 
bookstores, and libraries. Guilds, stores, 
and creative organizations throughout 
the world host classes in polyrner clay 
millefiori caning, The trick is to get com- 
fortable with basic concepts and expand 


on them by combining technique and 
experimentation once you feel confident 
with the more elementary formations 
featured in this chapter. 

There are many more possibilities 
for creating jelly-roll canes than can be 
featured in a single book. Two types of 
gradient jelly-roll canes were reviewed 
in chapter 3, on Skinner Blending, Here 
is yet another version of the jelly-roll 
cane that offers a whimsical look to your 


creations, 


TECHNIQUE #1 


Striped Jelly-Roll Canes 


1 Select two or more colors to make 
a striped loaf | see instructions in the 
SUSPENDED CRYSTAL PENDANT project, 

160 |. The number of layers, the col- 
ors, and the thickness of each clay sheet 
will all affect the finished appearance of 
your jelly roll. Play with varying thick- 

nesses, too, in creating these fun can 


Cut thick, uniform slices from the loaf 
with a clay blade. Again, the thickness 
of these slices will determine the look of 
your cane. Lay these abutted side by side 
with the striped paltern alternating along 
a thin (fourth- to sixth-largest setting 
of the pasta machine) strip of contrast- 
ing colored clay that is 3 in. to 6 in. long. 
‘The width of the strip should match the 
length of the striped slices. 


3 Cut a 45-degree angle along one end 
with the clay blade. 


4. Bend the edge of the background strip 
up and over to form a curl, Continue to 
roll the entire strip of striped clay until 
you are satisfied with the number of 
rotations in the cane. 
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TECHNIQUE #2 


Leaf Canes 


There are thousands of possibi 

creating both realistic and imaginary 

leaf canes. Here we feature three types 

of leaves, from a very basic and a slightly 

more complex version of the same con- 

cept to a much more involved formation 
Asimple leaf cane can be made 

very quickly from wrapped or gradient 

bull’s-eyes. 

1 stand a bull’s-eye cane on its end and 


slice it in half down the middle with a 
clay blade. 


2 Roll out a sheet of contrasting color to 
use as the leaf's vein. The sheet should 
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be very thin (using the fifth- or sixth- 
largest setting of the pasta machine). Cut 
a straight edge along the end of the clay 
sheet 


imming it as wide as the 


i 
cane’s length 

Insert it halfway across one of the 
sliced cane halves. Reattach the other 
half of the cane and compress the cane 
together firmly before reducing. 


3 When the cane is reduced to the de- 
sired diameter, pinch the end of the cane 
on the side opposite the vein line that is 
pointed up. Turn the cane around and 
repeat pinching the opposite end to begin 
forming the teardrop shape. 


A Check that the pinched ends are 
aligned parallel to one another. If they 


are not, this indicates that twisting 
occurred during rolling. If this has hap- 
pened, twist one end to align it parallel 
to the other end and pinch the rest of the 
cane between these two points, 

Hold the cane in the air while doing 
this step. Allowing the cane to rest on 
the work surface will create a triangle 
and not a teardrop shape, which forms 
the leaf, 


5 Note the instructions in the Cane 
Slicing section on page 50 when working 
with teardrop canes a. 

Taking the basic leaf to the next step 
is an easy variation of the previous leaf 
cane, and offers a more detailed appear- 
ance for your work. 


don 


Create @ veined cane as descril 


the facing page and reduce it to at least 
3 in. in length. Cu 
and stack one piece over two. All the sec- 


into even sections 


tions should have the vein line facing 


upward, Compress and reduce to the S 
2 largest setting 


ine to meld the strips 


desired diameter. Shape the cane follow- 
ing Steps 3 and 4 of the basic leaf b 


Have fun with inventiv: 
Use striping for vein lines, implement 
the use of a wavy blade to open a cane 
n solid and Skinner Blended 


concepts. 


for lining v 


j : the clay sur- 
clay sheets, and experiment to formula 


ly (the directi 
o be rolled through the 


your own unique leaf patterns z 


This complex leaf cane is just the be- 
ginning of the options open to the imagi- 
native clayer. The concept offers a more 
varied approach to gradient blending 
than those found in chapter 3 


ne clay sheet through the larg- 
t setting of the pasta machine. Cut the 


sheet in half ie stack, and roll 


1 Roll out three colors 


clay on the larg- 
est setting of the pasta machine. Cut 
two sheets each from the darkest color 


Note the complexity achieved by laying leaf cane slices ina tip-over-end 
scallop fashion along the edge of this decorative platter. 
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5 Compress the darker ends of the stack 
inward with your hands until a square- 
shaped plug is formed. Use your fingers 
to shape it into a cylinder and lightly roll 
it across your work surface to round it. 


6 Cut a piece of gold clay that’s been 
rolled through the third-largest setting 
of the pasta machine to the width and 
half the diameter of the cane. Wrap this 
on three sides with a sheet of black clay 
rolled through the sixth-largest setting 
of the pasta machine, Pinch the wrapped 
end of the gold clay to taper it to a point 


7 Slice the cane down the middle (as 
with the basic leaf shape) and insert the 
wrapped gold clay vein halfway along the 
cane end as shown, with the pinched end 
inward. Fit the two halves together and 
compress firmly. Trim any excess veining 
ifneeded, 


8 wrap the cane with black clay rolled 
through the fifth-largest setting of the 
pasta machine. 


9 When the cane is the desired diameter, 
pinch to shape. Leaf canes don't neces- 
sarily have to be a teardrop shape. As 
with this leaf, both ends were pinched to 
form more of a blade leaf shape. Also try 
punching thin slices cut from canes 
with leaf-shaped cutters or by pressing 
into leaf molds. 


TECHNIQUE #3 
Flower Canes 


Just as with leaves, flower canes can be 
realistic or imaginary formations. They 
can be constructed with as little as a 
single petal (for calla lilies), a few petals 
(for tulips), or many, many more (for sun- 
flowers and daises). The use of gradient 
blended elements (bull’s-eyes and sheets 
for striping) is a great way to get your 
flower cane creations to really pop. 

The nine-petal flower cane shown on 
page 46 begins with two bull’s-eye canes. 


1 Cut 1%-in.-long by 34-in-diameter 
gradient bull's-eye cane into quarters 
through the center as shown in the top 
left photo on the facing page. 


2 Pinch each quarter into elongated 
teardrops with the lighter end being the 
tapered point. Assemble the four darker 
teardrops (lightest color facing inward) 
in alternating rows against three of the 
lighter cane quarters. Stretch and reduce 
the remaining lighter-colored teardrop 
section to 1% in. long and set aside for 
the next step. 


3 Compress and reduce the cane to 3 in. 
long with your fingers. Cut this in half 
and reassemble side by side with the 
fourth lighter teardrop (which was set 
aside on the last step), bridging the two 
halves together as shown in the bottom 
left photo on the facing page. 


4 Compress the cane inward to forma 
square shape and then round the edges 
with your fingers. Roll the cane to make it 
round and wrap it in a sheet of the dark- 
est color used. A medium-thick to thin 
setting should be used for this sheet, 
depending on how prominent you want 
the outline of the petal to appear. 


5 Compress, stretch, and roll the cane 

to7 in. long. Cut off the distorted ends. 
Cut the remaining cane into six equal 
lengths. Pinch the lighter end (or darker 
if you prefer, but all sections should 

be pinched along the same side) into a 
teardrop shape. Press the tapered end 
down against the work surface to slightly 
flatten, Place the narrow end of the tear- 


drops against a round center cane with a 
diameter that is approximately one-third 
the length of the teardrops. 


6 Lightly compress the cane to compact 
it and fuse the components together. You 
have several options for use now includ- 
ing packing with a translucent clay or 
background clay color. 


tip 

| Packing the cane with a background color 
will fill the crevices and allow the cane to 
retain its shape during reduction and slicing. 
Triangular wedges were made froma clay 
snake and packed into the space between. 


Here you can see what reduced slices look like 
on the matching background veneer used to 
make this bead (above). 


note 


| Agradient jelly-roll cane was used for 
this center (below), 
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TECHNIQUE #4 


Gradient 
Checkerboard Canes 


The simple combination of reversed 
gradient blended bull’s-eye canes can be 
used to create a stunning checkerboard 
effect. 


1 cuta Skinner Blended sheet (as 
described in chapter 3) in half before 
thinning through the pasta machine. 
‘Thin each half as described in the basic 
bull’s-eye directions on page 41. Roll one 
strip from light to dark, and the other 
from dark to light. 


2 Roll and reduce each bull’s-eye cane 
to approximately 5 in. in length. The dia- 
meter of each cane should be identical 
to one another. Cut off the distorted ends 
and align the canes side by side. 


3 Cut the length in half. Flip one half 
over 180 degrees and place directly over 
the top of the bottom cane halves. 


4 compress and reduce the combined 
clay sections with your fingers, starting 
from the middle or center and gradually 
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working your way out to one end, using 
slow, deliberate pressure while rotat- 

ing the clay. When one end matches the 
diameter of the center of the cane, flip 
it over and work from the center to com- 
press and reduce out toward the other 


end. Use the acrylic rod to further reduce, 


compress, and shape the cane to 7 in. in 


length. 


5 Trim off the distorted ends and 

cut the cane into four equal lengths. 
Assemble these together with the squart 
colors, alternating to form a 16-block 
checkerboard. 


6 Slices of the cane can be aligned side 
by side over a surface to create a larger 
checkerboard area. 


TECHNIQUE #5 


Gradient Heart Canes 


This is a very simple cane to create for 
accents. 

Roll a plain wrapped or gradient 
bull’s-eye cane to the desired size. Pinch 
into a teardrop shape. Indent and shape 
the end opposite the tapered teardrop 
point using a knitting needle. The cane 
can be sliced as you would a teardrop 
shape or packed with filler clay to make a 
reducible cane. 


TECHNIQUE #6 
Smoosh Canes 


This is a foolproof method for taking the 
complexity out of complex caning. I also 
like to call this “tie-dye cane,” since | find 
that some of the assernblies possible are 
similar to patterns found in the fabric- 
dyeing technique made popular in the 
1960s. 

This is a cane I developed that yields 
amazingly complex-looking results with 
very little effort. I've taught this over and 
over to people who have never worked 
with clay before. Most will complain 
along the way that their cane is disas- 
trous and that they must be doing it 
wrong, There is nothing like the pleasure 
and surprise experienced when they first 
cut into the finished cane and see how 
beautiful their cane turned out, 

This is an especially fun and easy 
technique, as it only requires your hands, 
a roller, and a blade. We'll examine mir- 
ror canes (four-section assemblies) and 
kaleidoscope canes made using the same 
basic construction. 


1 Begin with four quarter blocks of dif- 
ferently colored clay (three colors can 
also be used to make five-column canes 
with this technique that are a bit sim- 
pler). Two colors should be in high con- 
trast to one another. 

Roll each color into 4-in.-diameter 
snakes, Neatness and uniformity are not 
important in this step. Each snake should 
be 9 in. or longer. Pinch the clay snake 


between both thumbs and forefingers. This 
will form the diameter into a smooshed 
diamond shape, Do this along the entire 
length of each clay snake and cut each 
into 1-in. to 1%4-in. lengths. 


2 Build up a column of four pieces of the 
same color of clay a. You can start with 
either the lightest or the darkest color. 
This will form V-shaped channels on 
either side of each piece. Wedge diamond- 
shaped sections from a high-contrast 
color in the channels on either side of the 
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center column b. While the clay is being 
handled, it's common for the channels to 
become compressed together. Use your 
fingers or any clay tool to reopen these as 
needed when adding new components. 

It doesn’t matter if distortion occurs 
during this process. In fact, it can enhance 
the finished cane, but it is important that 
the sections interlock or overlap with the 
clay sections on either side. 
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Here you can see the rows being 
added, color by color, until a loaf of 

interlocking diamond components is 
created ¢, d. 


3 Compress the block into a rectangular 
shape. 


4 Use your hands to further compress 
to reduce and lengthen the cane to 


7 in, long. Slightly flatten the cane with a 
roller until it is about % in. to % in. thick. 


5 Trim off the distorted ends. Cut the 
cane into four equal sections and stack 
one over the other. Do not try to match 
the patterns. The less perfect the assern- 
bly is, the more interesting the finished 
pattern will be. 


6 Compress the stack until it is a square 
shape a. Reduce it to 7 in. long again. 
Cut off the distorted ends. You now have 
several options for creating kaleidoscope 
canes (made up of six equilateral tri- 
angles, or three diamonds), mirror canes 
(made up of four mirrored sections that 
mirror along four sides), or continuous- 
border canes (made up of two matching 
panels). Here are a few samples that can 
be achieved with this cane: 

Pinch the cane into a triangle shape. 
Cut into three equal lengths and assem- 
ble ina fanlike semicircle b. 

Cut the cane in half and match the 
two pieces to form a kaleidoscope cane. 
Pinching the cane with the column rows 


facing horizontally will result in a look 
different than that of a cane whose 
design is pinched vertically) ¢, d. 

To make a mirror cane, shape the 
entire clay length (from Step 4) into a 
triangle shape. Cut the cane in half and 
mirror two ends. The cane will now have 
a diamond shape. 

Compress the points of the diamond 
inward along the entire length to form a 
square shape. Mirror four square sections 
to form your cane design. Refine the cane 
with a roller so that it is uniform e@. 

The variations of this concept are 
totally limitless, so have fun coming up 
with your own “smoosh” manipulations. 


Here are two examples of what assembly of the 
square cane will look like when mirrored. The 
version on the right is simply a reversal of 

the pattern all four components face when 
assembled. Once again, pinching the cane in the 
opposite direction will result in a completely 
different pattern when assembled. 
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TECHNIQUE #7 
Junk Canes 


‘There are lots of wonderful uses for clay 
left over from your projects. We'll have a 
chance to consider other options for uti- 
lizing clay scraps in other chapters as well. 

Scrap clay and cane ends that have 
black, brown, or gray often don’t blend 
into aesthetically pleasing colors when 
completely mixed together (and clayers 
often have an overabundance of them), 
but they can work well in canes. Options 
for scrap or junk clay include creating 
Mokumeé Gané blocks, armature, blend- 
ing for mold making, or extending back- 
ground clay sheets. 

Being able to turn this type of scrap 
into a cane once again proves that poly- 
mer clay is a very affordable medium to 
work with. There never needs to be any 
‘waste with clay. 

Set aside small scraps and cane ends 
and store in bags of complementary color 
combinations. This way, you can organize 
the clay until you have enough to make 
these canes. 

Depending on the colors combined, 
the resulting looks can resemble stained 
glass, insect wings, or tortoiseshell. Also 
use the basic formation to combine solid 
and gradient bull’s-eye canes to create a 
variety of canes from citrus fruit cross- 
sections to fairy wings. 
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1 Start with a ball of scraps that is at 
least the size of a golf ball or small plum. 
Compress the scraps tightly to make sure 
there is no air inside and the clay is soft 
and pliable. Do not mix in any way that 
will blend the colors together. If the col- 
ors in your mix are predominantly dark, 
chop the ball up and add several chopped 
pieces of light-colored clay to lighten 

and increase the contrast of the mix. 
Compress the ball back together tightly. 


2 Roll or stretch the ball of clay intoa 
short, wide snake about 3 in. long. Trim 
the ends with the clay blade. Wrap the 
short snake you just made with a layer of 
contrasting clay (black or white) that has 
been rolled out on the third-largest set- 
ting of the pasta machine. 


3 Roll and reduce the wrapped snake to 
8 in. long. Slightly flatten the cane along 
the entire length. Trim away the distorted 
ends and divide the snake into seven 
1-in.-long sections. 

Assemble the sections as shown: two 
sets of two pieces compressed together 
with a single piece placed vertically on 
each side of these sets. Compress this 
assembly together by hand to form a 
square cane. 


AShape the square cane into a triangu- 
Jar shape by pinching along the entire 
length of one side between your fingers. 
Do this along either side that is lined (not 
the smooth side). Rotate the cane repeat- 
edly while pinching it into shape. 


5 Reduce and lengthen the cane to 5 in 
long by stretching, continually rotating 
and refining with your fingers. Cut off 
the distorted ends and divide into three 
equal pieces. 


6 Assemble a sernicircle with the three 
tips facing inward. 


7 Cut this in half and press the halves 
together. 


8 This cane can be used for round slices 
or reshaped for repeating-tile patterns. 
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CHAPTER FIVE 


| Image Transfers 


ADDING DETAILED IMAGES TO POLYMER CLAY is a wonderful way to 
create focal pieces or decorative elements. | particularly love the 
look of image transfers in collaged clay work. 

Some methods, like toner-based and pencil transfers, actually 


embed the image into the clay’s surface, while others, including 
waterslide transfers, apply photo-quality images on top of the sur- 
face. This chapter features some of the fastest, easiest, and most 
tried-and-true methods for getting images transferred onto your 
polymer clay surfaces. 

Some images will be applied face down onto clay and others face 
up. When the former is required, use whatever method is needed to 
reverse your image if it contains text, otherwise it will appear back- 
ward when transferred. 


TECHNIQUES 
© Waterslide Transfers 
¢ Custom Inkjet Transfers 


¢ Preprinted Waterslide 
Transfers 


¢ Stamps as Transfers 
Liquid Clay Transfers 
 Toner-Based Transfers 


Coloring Toner 
Transfers 


° Deli Paper Transfers 


Clockwise from top left: Waterslide transfer 
over white clay, waterslide transfer over gold 
clay, waterslide transfer over one-half metallic 
silver and one-half white clay combined, and 
waterslide transfer over metallic pearl clay. 
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TECHNIQUE #1 


Waterslide Transfers 


They say necessity is the mother of 
invention; frustration is more like it. 
Several years ago, I found that the suc- 
cess | had in transferring colored-toner 
photocopies was no longer working con- 
sistently (or at all) with copies I was mak- 
ing, Even when the method worked, | still 
found the technique very labor intensive 
and fussy, as using too much pressure 
during the application process could eas- 
ily damage the image. 


In teaching this method, I found it 
‘was very difficult for some people to get 
satisfactory results. This, combined with 
the changes in toner inks, prompted me 
to search for an easier and faster method 
of getting foolproof results. This led to 
the introduction of my inkjet waterslide 
paper for clay and crafting. 

The material works much like the 
decals that are found in model airplane 
and car kits. The beauty of this product is 
that anyone can custom-print his or her 
own photos, artwork, sayings, or clip art 
using a home inkjet printer, With com- 


programs like Microsoft® Word or 
shop®, even novice computer users 
customize the desired image. It only 
seconds to apply to unbaked clay. 
Being a fan of ephemera (collectible 
), it also occurred to me that col- 
of these old tintypes, photos, labels, 
cards, and such would be great for 
ive people to use in making clay 
iry, accessories, and home décor. 
Both the blank and preprinted trans- 
sheets are a translucent film, but 
application process differs slightly 
een the two. Transfers work best on 
*-colored clays. White clay will of- 
the most color saturation, allowing 
image to stand out visually. Metallic 
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Metallic powder is rubbed over the clay surface, 
then stamped with an inked texture plate. 


Transfer is applied over treated clay. 


pearl and light beige clays will give an 
antiqued appearance to transfers. Placing 
a transfer image over metallic gold clay 
can offer the look of an ancient fresco. 
Transfers applied over a 1:1 mix of me- 
tallic silver and white clays resemble 

the look of paintings on pewter (see the 
photo on the facing page). 

It's also fun to experiment with lay- 
ering these transfers over foiled clay, 
crackled metallic leafing, or clay that has 
been lightly accented with pearlized mica 
powder, paints, or inks. Consider rubber 
stamping inked patterns or text either 
under or on top of your applied transfers. 
You can even layer transfers over other 
transfers. 


Transfer is layered over preprinted crackle 
transfer for an antiqued appearance. 
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tip 

You can create special effects by blurring 
the edges of the custom inkjet transfers to 
give a distressed look to your work. Use a 
damp cotton swab to blur the ink around the 
edges (or anywhere you like) on the transfer 
(see below). Do not oversaturate the swab, 
as it’s impossible to control where water will 
goon the transfer. Blot any excess moisture, 
and allow the transfer to dry before using. 
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TECHNIQUE #2 


Custom Inkjet Transfers 


For pages that contain lettering, the 
printer needs to be set for reverse print- 
ing. This may be listed in the printer 
dialog menu as “reverse image,” “mirror 
image,” or “T-shirt transfer" If you forget 
to reverse the image, then the letters 
will appear backward when applying the 
transfers to polymer clay. 

Make sure to allow several min- 
utes for the ink to dry before using the 
transfers. The pages measure the size of 
one half-sheet of copy paper. It’s most 
economical to fill an entire page before 
printing. Once you cut into the page, you 
will not be able to reprint on any blank 
areas that remain, Set the size of the 
document (in whichever program you 
are using to paste photos or images) to 
measure 5% in, by 8% in, and then fill the 
entire area before printing. 


When dry, trim the desired transfer 
to the size and shape required using scis- 
sors before application. Once applied, 
craft knives and clay blades won't cut 
through the material. 

Additional trimming after applica- 
tion should be done with scissors to 
cut through the transfer and the clay 
together. Paper punches (often used for 
scrapbooking) are also a wonderful way 
to cut your transfers into different sizes 
and shapes before application 

Place the image facedown over light- 
colored clay. Starting at one end of the 
transfer, burnish (rub) the image onto the 
clay using firm pressure with your index 
finger. Doing this from one end to the 
other will force out any trapped air. Clay 
that isn’t completely flat and smooth 
may also result in air bubbles forming 
during baking. 

Dampen the back of the transfer 
paper with a few drops of water. When 
the paper is thoroughly saturated, allow 
it to sit for 30 to 60 seconds. Blot away 
any excess water and slide the backing 
off with your finger, Gently clean the resi 
due from the transfer with a baby wipe 
or paper towel. 

If air bubbles appear between the clay 
and the transfer, smooth ther toward 
the edges with a dampened fingertip. If 
this doesn’t work, lift up the comer near 
est to the bubble and reapply the film to 
the clay with your fingertip. 

Seal the transfer with liquid polymer 
clay before baking. A very thin layer will 
leave a matte finish, and a thicker layer 
will give a satin finish. Unsealed vant 


€=! away from clay over time. Bake 


in a preheated oven according 
manufacturer's directions. Always 
Boven thermometer. When finished, 

can be given a glasslike appear- 
ath one or more layers of Magic- 


used to print these transfers is 
sof. This is why the images with 
appear face-forward. Simply 
te the backing of the trimmed 
=F with water. Wait 1 to 2 minutes 
f= starting to slide the backing off. Do 
Ge it off completely or the film will 
ta roll and be hard to control 
ce the backing begins to slide 
place the exposed end of the film 
onto the clay. Burnish the film 
with one finger while sliding the 
ee off with your other hand. 
Srking from one direction to the 
= while doing this will help eliminate 
‘Bubbles from forming. For best 
SS seal the transfer with liquid clay 
scribed on the facing page and bake 


pn as possible after applying. 
Sther types of media to use for creat- 
transfers include inkjet T-shirt 
er material and clear adhesive ink- 


TECHNIQUE #4 


Stamps as Transfers 


Using decorative stamps is another 
method for transferring images onto your 
clay, It is most easily done using uncured 
clay. Rubber and silicone stamps vary 
greatly in the intricacy of designs avail- 
able. Rubber plates that are similar to 
photo-etched or pixilated image plates 
are too detailed for texture work on clay 
but are great for ink applications (see the 
photo below). 
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tip 

Brushes used for applying liquid clay cannot 
be washed. They should remain dedicated to 
liquid clay once they have been used for this 
purpose. 

Wipe the bristles thoroughly after use 
and store the brush with the handle down. 
Cover the bristle end with a small plastic bag 
to protect from accumulation of dust and 
debris when not in use. 
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TECHNIQUE #5 
Liquid Clay Transfers 


These types of transfers are popular 
but can be more difficult to do. This 
method will require a greater amount of 
experimentation than other methods of 
image transfer, but it can be great fun 
nonetheless, 

Because there are three types of 
liquid clays, each with different proper- 
ties, including viscosity (thickness) and 
degrees of clearness, the finished quality 
can vary considerably, Also, results can 
be mixed since not all inks and papers 
will transfer well. 

Many people have reported success 
with transferring images from toner pho- 
tocopies, inkjet prints, colored/graphite 
pencil drawings, and laser copies. | rec- 
ommend that if you achieve a successful 
transfer using a method, make note of 


Sha NRE 


the ink, paper, and printing process used 
to achieve it for future reference. 

Coat the image to be transferred with 
a layer of liquid clay. You can brush 
it on in thin layers, allowing it to cure 
between applications, or you can just 
pour it onto the image. Thinner layers 
will be the clearest, but they need to be 
thick enough that they won't tear easily 
when removing the paper backing. 

The clay can either be baked accord- 
ing to manufacturer's directions or cured 
with a heat gun. You can visibly see a 
transformation in the surface of the clay 
when it is cured using a heat gun. The 
best way I can describe it is that it almos! 
looks like a skin has formed, like the skin 
on thick pudding. 

Extreme care should be used when 
handling a heat gun. It emits heat ata 
much higher temperature than what 
is recommended for curing liquid clay. 


can modulate this by holding the 
3 in. to 4 in. away from the clay's 
ce and moving it continuously 
le heating. 
When baked or heat-gunned clay is 
pletely cool, you may be able to peel 
paper off. If this doesn’t work, soak 
clay in water until the paper is thor- 
ly saturated. Gently rub away the 
r with your finger until all traces of 
gone. This may require resoaking it 
‘or more times. Not all of the image 
transfer onto the clay. The finished 
ict will be a somewhat lighter ver- 
of the original (see the center photo 
facing page). 
uid clay transfers are dimensional 
ture, but they can be embedded into 
er clay surface or attached with 
of liquid clay. Also, keep in mind 
these transfers are translucent, thus 
ling the underlying color of the 
used. 
cool thing about liquid clay 
fers is that they work as window 
(decals) and can be pressed onto 
glass or metal surfaces as deco- 
. They are easily removed by sim- 
ing them off. If they get dirty, 
them under water and air-drying 
will make them cling once again. 
ished pieces are typically not as 
and clear as waterslide or toner 
rs, but this method can be used 
an altered or more rustic outcome 
ired (see the right photo on the 
page). 


TECHNIQUE #6 
Toner-Based Transfers 


Perhaps as a child you had the thrill of 
flattening Silly Putty® over the comics 
page and seeing a mirror image trans- 
ferred onto it as you pulled it away. This 
type of image transfer is akin to toner- 
based transfers, 

This is a very easy method for trans- 
ferring images onto polymer clay. Toner 
inks are the ones used for newspapers 
and photocopies. Toner should not be 
confused with laser, thermal, or inkjet 
images. The chemical properties and 
adhesion to paper differ greatly with 
these other methods of printing 

Toner inks come in powder form. 
Black-and-white copies work best for 
this method. It's helpful to note that, 
several years back, a technique discov- 
ered by Rebecca Krahula using gin as 
a transfer agent worked quite well for 
colored toner copies. 

In an effort to be more competitive 
with the growing home inkjet printer 
market, photocopier manufacturers 
began to reformulate toner inks to make 
them less expensive. These changes 
made the process of transferring colored- 
toner copies rather hit-or-miss, if not im- 
possible. Although you may have access 
toa machine that produces color copies 
that can be transferred to clay using this 
method, with newer toners, the results 
tend to be inconsistent. For this reason, 
this method isn’t detailed in this book. 


tip 

Missing areas in toner transfers can be 
touched up with a permanent or alcohol 
ink pen ina matching color. 


When working with black-and-white 
toner copies, it may be helpful to ad- 
just the copier to a slightly darker than 
normal setting, This will help transfer a 
clearer, more distinct image. Also, work- 
ing on white or light-colored clays will 
give the most crisp and distinct images. 
But don’t be afraid to experiment with 
colored clays, metallic clays, and gradient 
backgrounds to create special effects. 

Clay, paper, and toner formulas vary 
greatly. It may take a bit of experimenting 
on your part to find the combination that 
gives you the best results. 

To create a toner copy, place the copy 
facedown over well-conditioned clay 
that’s been rolled flat. Any ripples, divots, 
or lines in the clay's surface will become 
areas where the copy will not make con- 
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tact with the clay and will prevent the 
toner from transferring (see page 69). 

Burnish the back of the paper firmly 
by rubbing vigorously with your finger 
with some pressure. For best results, al- 
low the copy to sit for some time before 
placing into a preheated oven. Usually, 

5 to 10 minutes will be sufficient. The 
longer the paper sits on the clay, the 
darker the transfer tends to be. The paper 
remains on the clay during the baking 
process and won't burn. 

When the clay has cooled slightly, 
pull off the paper. The image should be 
imprinted onto the clay's surface. If the 
paper sticks, wet it thoroughly and gently 
roll it off the baked clay until completely 
removed. 
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TECHNIQUE #7 
Coloring Toner 
Transfers 


There are two options for coloring your 
toner transfers. The first is to simply 
color the photocopy with colored pencils. 
The darker you color the paper, the more 
intense the color will be in your transfer. 
Some of the pigment will always remain 
on the paper, so don’t be afraid to use a 
heavy hand when coloring if you want 
more saturation. 

You can also achieve a softer, tinted 
effect by coloring the image lightly. 
Factors such as how long you allow the 


transfer to sit before baking and how 
heavy the pencil is applied will all affect 
the finished appearance of your transfer 
As with all creative endeavors, the more 
you practice, the more control you'll hay 
with the outcome. 

‘Try your hand at working with pas- 
tels, chalks, or other mediums to color 
your photocopy before applying. 

Another means of adding color to 
toner transfers is to color the clay after 
baking. Keep in mind that, once applied 
the medium you use will not be remov- 
able. Watercolor and acrylic paints, 
markers, and inks are mediums to con- 
sider for adding color to baked clay. 


CHNIQUE #8 


li Paper Transfers 


s parchmentlike paper, or “patty 
er,” as it is sometimes called, is great 
naking your own custom image 
ers. You can draw outlines using a 
ite pencil directly on the nonwaxed 
‘of the paper. The heavier the line, 
etter the images transfer. 
as with photocopy transfers, 
can create, tint, or shade the image 
2 colored pencils. Remember that the 
will appear in reverse of what's 
. so if lettering is used, you should 
draw a draft of the image on the 
2d side. 
trace the letters or images on the op- 


te side to reverse them. Bake with the 


=r in place following the same direc- 
Ss for toner transfers. 


ting Transfers 


tection of waterslide and 
.d-image transfers has already 
m addressed in this chapter. Since 
er and deli paper transfers in high- 
act work are subject to wear and 
too, it's a good idea to protect them 
g. Applications of liquid clay, 
tible resin (Magic-Glos), or glazes 
O Gloss Lacquer, Varathane, and 
ire) are options for sealing transfers. 


some inks or paints may bleed 
=n coming into contact with liquid 


protectants, make a test sample transfer 
first to avoid arly unpleasant surprises 
on work that may have taken hours to 
create. 

Aerosol protectants and sealing fin- 
ishes are not clay compatible. Solvent- 
based Varathane and clear nail polish 
are also not recommended. All of these 
products contain solvents that will react 
with clay over time, causing the surface 


to remain tacky indefinitely. 
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okumeé Gane 


ADAPTIVE TECHNIQUE is pronounced “mah-ku-may gone- TECHNIQUES 


tury by sword maker Denbei Shoami, the term literally means « Bladed Mokumé Gané 


d (moku), eye (mé), and metal (gan). It is also often translated 


"wood grain metal” Shoami's artistic discovery was the result 
¢ Folded Mokumé Gané 


serendipitous accident. His original intention was to finda 
to strengthen swords by layering various types of metals. He * Rolled Mokumé Gané 
covered that when these layered metals were cut against the 

in, various intricate patterns emerged. 

lymer clay is an ideal medium for achieving unique, pleasing 

erns for surface decoration based on the original Mokumé Gané 

cept. Being easier to work with than metal, polymer clay offers 

ny More options for manipulation than metal in creating a wide 

jety of effects. 

‘There are several variations, some rolled, or folded clays. The clay is then 

‘to be discovered, that can be applied manipulated or distorted by piercing, cut- 

ating Mokumé Gané treatments. ting, or pressing with tools or textures. 


ically, the technique involves creat- 
‘stacked sheets or loaves of layered, 


Originally ametalsmithing technique discovered in the 17th * Stamped Mokumé Gané 


¢ Indented Mokumé Gané 


This versatile concept can also incor- 
porate inclusions such as metal leafing, 
foils, inks, acrylic paint, or embossing 
powders. Various means of manipulation 
can also be combined when creating the 
loaves or layered stacks that make up a 
Mokumé Gané block, Once created, thin 
slices are shaved off the block and typi- 
cally rolled into a clay base until the two 
levels are melded seamlessly. 

Results can range from very abstract 
to pattemn-specific depending on the 
methods used when making Mokumé 
Gané. Regardless of the outcome, the 
results are generally aesthetically pleas- 
ing and easy to achieve. This technique 
is ideal for beginners since the outcome 
often appears more complex and difficult 
than it actually is. 

Mokumé Gané is a wonderful surface 
treatment for the creation of more mas- 
culine gifts, especially when deep, dark 
tones or metallic clays are used. 

Many find experimentation with the 
technique very satisfying. Try your hand 
at using translucent clays with opaque 
ones. Also, consider the use of found 
objects when manipulating clay. Color 
combinations, whether bold or subtle, 
usually yield pleasing outcomes. 

Again, as with most of the areas cov- 
ered in this book, it would be entirely 
possible to write a book solely devoted 
to variations of this technique. I have 
offered just a handful of possibilities 
to tempt you. Mokumé Gané is one of 
the most user-friendly techniques for 
polymer clay and a great place to start if 
you're new to the medium. 
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TECHNIQUE #1 
Stamped Mokumé Gané 


1 Select three colors of clay that comple- 
ment one another, yet have some con- 
trast. After conditioning all the clays 
from lightest to darkest, roll out each 
color on the fourth-largest setting of the 
pasta machine. 


2 Trim each sheet to 4 in. by 4 in. and 
stack one over the other in an order 
that alternates colors to create the most 
contrast, 


3 Roll the stack through the largest set- 
ting of the pasta machine and cut it into 
quarters. 


4 Stack these pieces, one over the other, 
so that the colors continue to alternate. 
This will create a striped loaf. 


5 Press the loaf down firmly over a 
deeply detailed texture stamp. This will 
compress the layers and form internal 


patterns, 


tip 

Flexible clay blades work best for shaving. 
Blades should be clean and sharp. Bending 
the blade into an arc may be helpful when 
making shavings. 


6 Shave very thin layers from the tex- 
tured clay loaf using the clay blade. Press 
these first shavings onto the underside of 
the loaf. 

Detailed patterns usually don’t ap- 
pear until you've repeated Step 5 two 
or more times. Continue repeating the 
instructions in Step 5 until interesting 
patterns emerge. 


7 Place the slices face up and randomly 
over a layer of a fourth color of clay for 
the background color. Roll the slices 
into the background using an acrylic 
roller until they are melded together 
seamlessly. 


tip 
Examine the slices from both sides to deter- 
mine which patterns are more appealing. 


it these sheets into shapes for jew- 
or apply larger sheets onto bakeable 
oes. Mokumé Gané slices are also 


il over beads formed from un- 
clay. 


‘TION 
bove method will result in random. 


s. For more specific patterns using 
make a clay sheet (as opposed 
ger loaf) from thinly rolled layers 
e or four stacked colors of clay. 
ss the sheet very firmly so that it is 
embossed. This will only be done 
2s opposed to the random-effect 
od described previously. 
have off the raised areas of the pat- 
‘to reveal the pattern below. Try to 
fe as closely as possible to the lower 
es formed when stamping without 


shaving too deeply, or you will lose the 
patterning. If any slightly raised areas 
remain, they can be smoothed flat with 
the roller (see the top right photo). Be 
sure to save the more interesting shav- 
ings for rolling onto another clay back- 
ground (see photo at right). 

Polishing Mokumé Gané surfaces 
after baking (following instructions 
beginning in chapter 1, page 19) can give 
a rich and elegant finish to your work. 
Polishing can also create an illusion of 
depth in your patterns, Extreme sand- 
ing with lower grits of sandpaper before 
working up to finer grits, and buffing can 
actually alter the pattern by revealing 
variations that didn’t appear on the sur- 
face after baking. This is just one more 
concept to play with on your creative 
journey! 


tip 

| With continued work, the loaf will not only 
get thinner but it will also flatten and 
spread. When this occurs, you can cut the 
loaf in half and restack to give greater 
height to the clay for slicing. 
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TECHNIQUE #2 
Bladed Mokumé Gané 


1 Another method of getting interest- 
ing grains and patterns in your Mokumé 
Gané is one I learned from Trudy 
Schwartz-Burrill. Roll out three to four 
colors of clay on the third- or fourth- 
largest setting of the pasta machine. 
Rather than stacking layer over layer, 
tear the clay sheets and assemble them 
randomly into a loaf. While this method 
can work with any type of patterning for 
Mokumé Gané, it's especially beautiful 
when cutting the loaf repeatedly with a 
straight or wavy clay blade. 


2 Press the dull edge of your blade into 
the torn clay loaf several times, making 
straight or diagonal slices almost to the 
other side of the loaf without cutting all 
the way through. Recompress the sliced 
loaf with your hands so the slices are 
melded back together, Flip the loaf over 
and repeat, 


3 Do this 5 to 10 more times on each side 
of the loaf and compress the clay back 
together every time. The more you repeat 
this process, the more complex the 
resulting pattern will be. 

‘Typically, you would cut thin slices 
from across the top of the loaf as op- 
posed to shavings (as with stamped 
Mokumé Gané) for use in your creations. 
To create a larger surface area, adjoin 
several slices together over a base layer 
of clay that won't show. 

White clay is best for abutting these 
slices together since it won't dull or 
muddy the color, because the clays will 
thin from rolling, Use the acrylic roller 
first to meld seams together, and then 
finish with the pasta machine to create a 
flat, smooth, and integrated sheet. 


VARIATION 

Using thicker tools, such as the edge of 
an old plastic hotel key or expired credit 
card, will yield more pronounced veining 
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HQUE #3 


dented Mokumé Gané 


g a stacked or torn Mokumé 
af using tools or found objects 
2 lot of fun. Some objects that are 
or this include knitting needles of 
Gs dimensions, metal pipes that will 
ing pattems, and spindles from the 
=r of adding machine tapes. Think 
pects that have deep and detailed 
Ses that will incise a pattern into the 
‘of your loaf. 
other creative option is to shave 
from indented areas and apply 
bto 2 base-clay layer of a different 
&s with stamped Mokumé Gané). 
echnique is wide open in terms of 


Gented loaves that have open holes, 
makes of contrasting or translucent 
Sand press them in to fill these 
ings. Cutting thin slices from a back- 
Jaf (as with bladed Mokumé Gané) 
Es best when utilizing this method, 
Goes slicing shavings from indented 
=s with open holes. 


repeatedly slice the loaf, the holes 
some smaller and smaller toward the 
. When this happens, widen these 
pe the same tools you employed to make 
oles. 
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Create a layered sheet OF Clay as 
described in | STAMPED MOKUME GANE, 
page 74 |. Fold this sheet several times in 
any way you prefer until a small, com- 
pact loaf is formed. Try rolling the lay- 
ered sheet more thinly to make folding 
easier. You'll see (below) that the result is 
amore detailed pattern. 

Next, try applying clay foil or metallic 
leafing on several or all of the clay layers 
before stacking. You'll see this can create 
striking effects. 


fe. eee! ee ——E———————e 
roll layered sheets of clay like a jelly roll 
Slices are cut from the roll at an angle t 
reveal sections that look much like the 
core of a tree. This method is especially 
lovely when created with alternating 
layers of translucent clay, or translucent 
clay sandwiched with layers of foil or 
leaf (see the top left photo on the facing 
page). 

Stack very thin slices over a base lay 
of clay. The thinner the clay, the more 
the underlying color will come through, 
especially after polishing (see the bottor 
photo on the facing page). Play with ove 
lapping rolled slices as you embed ther 
into the base layer with a roller for in- 
tersecting patterns. For your backgroun 
clay consider using | BASIC SKINNER 
BLENDING sheets, chapter 3, page 39 |. 

The multitude of options and varie- 
ties that can be achieved with a single 
concept like Mokumé Gané are enough 
boggle the mind! Have fun and try 
as many as you can. See my website, 
www.lisapavelka.com, for more artwork 
inspiration. 


Very thin strips of translucent clay are cov- 
ered with foil and leaf on both sides, then 
layered over a very thin sheet of white clay 


before rolling. 


The roll is sliced diagonally to reveal ringed 
layers of clay and metallic specks. The thin- 
ner the slices, the better when layering over 
base clay. 
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'TER SEVEN 


ica Shift Effects 


THE MANY IMITATIVE QUALITIES of polymer clay, metallic 

cts are some of the easiest, yet most dramatic to achieve. 

e effects can create the illusion of solid minerals or metals or 
add a touch of metallic color or shimmer. 

ica-embedded polymer clay offers a technique called Mica Shift 
is unique to the medium, not to be duplicated by any other 
erial, In this chapter, we'll explore a handful of materials and 

ic techniques that will create stunning visual surface treatments 
ise in your artwork. 


TECHNIQUES 


¢ Mica Shift Surface and 
Border Treatments 


* Mica Shift 
Checkerboard Cane 


« Embossed Mica Shifting 
* Mosaic Mica Shifting 


* Wood Grain Mica 
Shifting 
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What Is Mica Shift? 


This is a manipulation technique that 
can be done only with mica-based 
metallic polymer clays. Clay that is la~ 
beled “metallic” by virtue of glitter 
inclusions is not the metallic clay we are 
referring to for this technique. The over- 
all effect is typically considered to have 
a holographic effect or the illusion of 
wood grain. 

Like many happy accidents that led 
to new clay techniques, there were seren- 
dipitous discoveries that led to Mica Shift 
techniques. It was learned that metallic 
clays reveal a shadowed cross grain when 
sliced or conditioned. When you slice into 
a block of metallic gold clay, for instance, 
you can see that the top surface appears 
lighter than the sliced side. It's almost as 


if they are actually two different shade: 
of the same color. 

It was this property that led polyme 
clay pioneers Pier Voulkos and Mike 
Buesseler to further explore and develo 
methods for creating patterns with the 
types of clay. We'll look at two basic 
means of working with this unique pro 
erty to create patterns in the surface of 
the clay; Stamped/Embossed and Rolle: 
Stacked Mica Shifting. 


CHATOYANCY 

What causes this effect is the chatoyan 
nature of the embedded mica particles 
Chatoyancy is a word with French origin 
meaning “cat's eye” (chat for “cat” and o 
for “eye”). It is a scientific reference to 
the optical reflective properties of anim 
eyes seen from certain angles at night 
and in the fibrous structure of certain 
stones such as chrysoberyl and tiger ey 
If you were born before CDs replaced r« 
cord albums, you may remember twist! 
and turning records in your hands to st 
the hourglass-shaped light that seeme: 
to rotate around the disk. This too is ar 
example of chatoyancy. 

Essentially, millions of nearly mi- 
croscopic particles act as tiny mirrors 
that reflect light in different directions. 
By controlling the direction these little 
mirror-like particles lie, one can create 
surface contrasts of clay against clay t] 
reveal patterns not limited to but inclu 
ing concentric swirls, checkerboards, 
stripes, ribbons, and wood-grain illusio 


into any block of unconditioned 

ic clay, and you'll most likely re- 
what appears to be clay with lines of 
ferent color inside, or a “grain.” These 
‘the tiny particles facing in different 
The first method of Mica Shifting 
ved through the discoveries of artist 
iikos, who refers to the manipulation 
allic clays as “invisible caning” 

ist Judy Belcher calls this concept 
in one color.” The results can be 


ed Mica Shifting. There are doz- 
of manipulations that include stack- 
itting, twisting, or folding the clay 
=r conditioning to get various specific 
tandom patterns. We'll learn one of 
se patterns in this chapter. 


ALLIC CLAY OPTIONS. 

clays are available among several 
commonly found brands of clay. 

© number of colors available varies 
brand to brand, but all of the clays 
nd with this property are available in 
inimum of metallic colors, includ- 
arl white, gold, silver, and copper 
es. 

Pearl clay may be combined with 

her nonmetallic clay colors to create 
shades and colors of metallic clay. 

r best results, 50 percent or more 
tallic clay should be included with 
color blend. 


Regardless of the type of Mica Shifting 
you are doing, it is essential to condi- 
tion the clay in a way that causes all the 
mica particles to face the same direction. 
‘This is done through pasta machine con- 
ditioning. Continually roll the metallic 
clay you are working with through the 
largest setting until you get a sheet with 
a smooth surface appearance. Always 
fold the sheet in half and insert it in the 
same direction with each pass until there 
are no visible striations on the surface 
area. (This cannot be avoided around 
the edges.) Now you have a sheet that is 
ready to form. 
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TECHNIQUE #1 


Mica Shift Surface 
and Border Treatments 


It's easy to make Mica Shift border treat- 
ments by cutting strips of conditioned 
metallic clay and twisting or rolling them. 
to create dual-shaded effects with a 
single color of clay. 


RIBBONS 
You can control the thickness and width 
of strips you twist. 


1 Stacking multiple conditioned sheets, 


one over the other, can make wider strips. 


Be sure to compress the layers well with 
an acrylic rod. 


2 Also consider the type of project you 
are creating when determining the thick- 
ness of each of the strips you are slicing. 
‘Twisting the strips will create an elegant 
effect along the edges of many types of 
projects. 


3 Control the space between stripes by 
starting to twist at one end and mov- 
ing your fingers down the length as you 
continue. 
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STRIPED SNAKES 

1 For rolled or rounded edging, cut strips 
of clay from conditioned sheets or loaves 
that are as wide as they are tall. Round 
the corner edges on all four sides by 
compressing them with your fingers. 


2 When the strip is somewhat rounded, 
roll the strip to a snake of the desired 
diameter and twist. The dually shaded 
lines may appear to be distorted, but this 
will disappear when you twist the snake. 


3 As with the twisting of thinner strips, 
begin at one end and work your way 
down, little by little, to control the dis- 
tance between stripes. 


PATTERNED OVERLAYS 

Create a variety of surface treatments by 
cutting strips or shapes from thin sheets 
cut with the “cross grain” from a condi- 
tioned metallic loaf. 


1 The pieces should be laid face up (with 
the darker side showing). Cut sections 
with blades or cutters and apply to a con- 
ditioned sheet of the same metallic clay. 


2 Roll the overlays into the clay until 
they are seamlessly embedded. 

This method allows complete con- 
trol over creating all types of patterns. 
You can roll very thin striped Mica Shift 
snakes to create these pattems or even 
form letters that appear to glow when 
blended into the clay background. 


QUE #2 3 Assemble the slices, rotating every 
Shift other slice a quarter turn so that the 


reassembled loaf appears to be striped. 
kerboard Cane The darker strip is a view of the cross 


grain in the clay. 


just one of the many types of 
canes you can create usingonly 4 Tum the stack and slice again through 
color of metallic clay. the loaf, cutting slices of the same thick- 
ness as in the previous step. Reassemble 
the slices by turning every other one 

180 degrees (upside down). 

The slices in this step break down 
this sheet into equal quarters and _ each strip into small squares. When re- 
compressing the loaf with your assembled with the darker and lighter 
rod. if necessary, condition more squares alternating, you'll have created 
id roll it through the thickest set- a checkerboard pattem. It’s important to 
your pasta machine to make make slices as uniform as possible when 
squares to build the stack into doing this project in order to get the 
of equal thickness (% in. is a good tightest alignment. Lightly compress the 
ess). You'll need an even number cane with your hand or a roller a. 

s. Leave them lying in the order in Slices from the cane can be abutted 


ion a 2-02. block of metallic clay. 
the edges to create a uniform 
sheet. 


h they were sliced. against one another with checks alter- 
. nating to create large surface areas with 
this treatment b. 
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TECHNIQUE #3 


Embossed 
Mica Shifting 


This method of manipulating metallic 
clays can be done using deep-relief rub- 
ber stamps, textures, and a variety of 
tools. The idea is to create patterns by 
compressing the clay's surface and shav- 
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ing off the uppermost layer to reveal a 
ghosted image beneath. 

To better explain how and why this 
technique works, you can think of it as a 
manner of bruising the clay. When firm 
pressure is applied to a sheet of thick 
to medium-thick conditioned metallic 
clay, the mica particles are tightly com- 
pacted together. When the raised layer 
of the clay is completely shaved off, the 
compressed patterns are revealed. The 
technique itself is very easy, but it takes 
some practice to get good results. This is 
not a method to rush through. Patience 
is your ally here. If you practice this a bit, 
you'll find that it can be a very Zen-like 
technique and quite relaxing. 

It's best to work with thicker slices 
of clay to ensure that there is enough 
depth to get a detailed impression of the 
texture. The clay will be thinned both 
through the shaving and rolling process 
in later steps. 

I generally use sheets rolled on the 
thickest setting of the pasta machine, but 
when a thinner finished sheet is needed, 
it's okay to roll the clay thinner before 
embossing as long as there is enough 
depth to get a detailed, raised pattern 
(see the top photo at left). 

Always use a clean, sharp clay blade. 
Flexible blades work best. Carefully wipe 
the blade frequently to remove stray par- 
ticles of clay (see the bottom photo 
at left). 


Set the shavings off to one side of 
your work area to make sure they are not 
picked up and redeposited onto the clay 
sheet. 

Don't try to shave off too much clay 
in one pass. Small, thin slices work best. 
You may have to shave the same area 
more than once until no more raised 
impressions remain. 

Bending the blade is helpful in giving 
you control over the blade, 

Do not shave too deeply, as the 
ghosted impression is quite shallow. 

When you think you're done, look at 
your sheet from all angles to make sure 
all raised areas have been shaved off. If 
any raised areas remain, they will show 
up as hairline cracks after the clay is flat- 
tened and smoothed with your roller or 
pasta machine, 

These aren't actual cracks and won't — 
affect the structural integrity of the clay. ” 
‘They are just the edges of raised clay that 
weren't shaved enough, foldingdown 
onto the sheet. The edges will flatten to 
reveal a thin cross-grain side, which 
appears as a crack. 

Polishing Mica Shifted clay or cover- 
ing it with a thick layer of UV resin after 
baking will deepen the holographic qual- 
ity of the pattern by causing the surface 
to appear more dimensional. It's quite 
fun to see the shock on someone's face 
when they touch the satiny smooth 
surface of Mica Shifted clay and realize 
what they thought was a texture is, in 
fact, a flat one. 


MINIQUE #4 
saic Mica Shifting 


bine multiple metallic-colored clays 

;= convergent Mica Shifted design by 
stamping two or more different 

and conditioned mica clay sheets 


g the identical texture or stamp. 
the desired number of metallic- 
=d clays have been prepared and 

through a larger pasta machine 
follow these steps. 


mponents of your design can be in 
of stripes, freehand interlock- 

Shapes, or pieces cut from a pattern 

mn onto card stock. 

ssemble the pieces of your design 
fa thin sheet of light-colored clay. 
= pieces should be abutted against 
snother as closely as possible for 
ightest fit. 


2 Place deli or parchment paper over the 
clay and roll firmly with an acrylic rod 
until all the pieces meld together seam- 
lessly. It’s helpful to rotate the clay 
assembly as you do this step to make 
sure the clay stretches uniformly. 


3 Lay the sheet face down over the 
texture of your choice and emboss with 
one firm pass with the roller. Shave the 
raised clay, working with small sec- 
tions at a time, and then flatten | see 
EMBOSSED MICA SHIFTING on the 
facing page |. 

These sheets make beautiful surface 
treatments for many projects, such as 
the evening bag seen here (at right). The 
more colors of mica-based clay you use 
in your design, the more finished 
“mosaic” sheets you can assemble with 
the pieces (two colors will allow you to 
create two veneers, three colors will 
allow for making three veneer sheets, 
and so on). 
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Mica Shifting 


With all this talk of cross grain, wood- 
work may have come to mind. Creating 
wood illusions with Mica Shifting con- 
cepts is yet another amazing manipula- 
tion of metallic clays. While it is a faux 
technique, it also is best addressed in this 
chapter, 

Clay artist Robert Wiley has perfectly 
mimicked the look of parquetry, marque- 
try, and intarsia using Mica Shifted clay 
in his creations (for a look at his work, 
see page 200 of the Gallery). These are all 
methods for tightly assembling different 
types of wood to create geometric and 
pictorial patterns. This art form has been 
used for many hundreds of years in the 


and walls. 

Mixing small amounts of various 
colors (such as reds and browns) with 
gold and copper metallic clays can creat 
shades that mimic the shades of various 
stained woods. 


1 Create several (three to four) colors of 
wood-tone shades of mica-based clay. 
The samples here were made using the 
following ratios of clay (from lightest to 
darkest): 


* 1:1 of Metallic Gold 
mixed with Metallic Pearl 


* 1:1 of Metallic Gold 
mixed with Metallic Copper 


* 2:1 of Metallic Copper 
mixed with Caramel 


After thoroughly mixing the clay, fold 4 Compress the snake into a shorter 

into a larger ball, makingsuretocom- _length with your hands until itis a few 

S$ air out as you do. Chop the lump of —_ inches across aiid thicker. 

into several pieces and mix these up. r 

mmpress the pieces into a single ball 

iGiay. After tightly compacting it, roll 
clay into a snake. 


5 Flatten the snake a bit by hand and 
then roll it through the pasta machine 
through several settings to create thin, 
woodlike sheets. Use these to create faux 
ist the ends of the snake 6 to wood effects like the tumbling blocks 
nes. Compress the ends in on them- pattern seen below. The type of finish, 
and twist some more until fin whether satin or glossy, depends on your 
er lines appear across the entire personal preference. 
ch of the snake. Recompress the 
Ske to a shorter length and twist sev- 


2! more times to create even finer lines. 


: 
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ER EIGHT 


af and Foiling Effects 


R-BACKED FOILS AND METAL LEAFING are versatile materials 
offer a large number of effects for polymer clay surfaces and 
sions. These two products are similar, as they both create a 

lic Finish with clay, but the applications and results can be 
different. 

lar-backed foils come in many more colors than leafing. They 
eat-sensitive products that can be applied to polymer clay and 
F creative surfaces through adhesives. Foils also come in a vari- 
f patterns and effects. Both foils and leafing are very economi- 
sa little goes a long way, and there is no wasted product if it’s 
rly handled and stored. How much leafing or foil you use will 
ally be determined by the desired finish or color you are look- 
0 achieve. 


TECHNIQUES 

¢ Metal Leafing 

¢ Polymer Clay Foil 
¢ Applying Foil 


Foil Textures 
and Dimensions 


¢ Foil Pattern Resists 


¢ The Pavelka Peel 


192 


Silver leaf on black clay (left). Silver foil on 
black clay (right). Both pieces have been 
stretched through four settings of a pasta 
machine. 
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Metal Leafing 


Metal leafing comes in two basic forms: 
precious metal leaf, which can be 
24-karat gold, and other precious met- 
als or composition leaf, which is made 
up of alloys to resemble gold and silver 
leafing. Copper leaf is typically genuine 
copper. It’s important to note that if left 
untreated or unsealed, gold and copper 
leaf will darken with time. 

Composition silver leaf is made from 
aluminum and will not darken or tarnish. 
For our purposes, I will always refer to 
composition metal leafing since this type 
of leaf is what I recommend for polymer 


clay work. It costs a fraction of what a 
precious metal leaf does. 

Metal leafing typically comes in pac 
ages of 25 sheets layered between tissu 
paper or in flakes. There are variations 
of heat-treated leafing that give rainbot 
effects and colorcasts of gold and red. 
Copper leaf can be treated with a heat 
gun to create similar color variations. 

In order to prevent burning your cla 
heat treatments should be done before 
applying metal leafing to polymer clay, 
as a heat gun can reach temperatures 
in excess of those recommended for 
curing clay. 

Its almost-lighter-than-air consis- 
tency makes working with leaf a bit chi 
lenging. Make sure your hands are clea 
and dry before handling it. This produc 
is extremely fragile and can either be c 
with scissors or torn. Using scissors is t 
best way to control the size and amour 
of leaf you want to use. 

Leaf adheres easily to uncured poly 
mer clay. In addition to the possibility 
of some forms of leafing tamishing 
over time, all leaf can be worn away 
by handling after baking. To preserve 
color or surface treatment, sealing is 
recommended. 

Depending on the finished look you 
like, you may want to seal leafing with 
liquid clay for an invisible, matte, or 
satiny appearance. UV resin can also b 
applied after baking. When using liquic 
clay, it’s best to heat-set the leafed clay 
for 5 to 10 minutes first. When the 
clay has cooled, apply liquid clay with ; 


sh or your finger. Atternpting to ap- 

iid clay before heat setting can 
the leaf to flake off on your brush 

Beers. 

not only handles differently than 

foil, but it responds differently to 

ing. Leaf will crackle much more 

yy when stretched or thinned. The re- 

$s much more dramatic than it is with 

Ea clay, as can be seen in the samples 

= top photos on the facing page. 


iymer Clay Foil 

Move of foiled clay work began in the 
2990s, when I happened to get sam- 
of Mylar-backed foils for imprinting. 

S delighted to find that some of these 
iid adhere to uncured clay. Once I 

ted playing, I couldn’t stop. Necessity 
ime to search for foils that would work 
sistently on polymer clay and to make 
ese available for other creative people. 
Tcurrently offer more than a dozen 
and pattems of Mylar-backed foil 
Scifically made for clay and crafting 
To this day, using foils in my polymer 
@y work is still a favorite endeavor. 
Being a huge fan of dichroic glass 
Swork and jewelry, | immediately recog- 
ed the similarities between foiled clay 
d the more costly and labor-intensive 
edium of dichroic glass. My earliest at- 
mpts to duplicate the look of dichroic 

ss exceeded my wildest hopes when 
rts at a glass exposition mistakenly 
ed the beads on my badge holder 
dichroic glass. 


The very first results were achieved 
using the relatively new medium of liq- 


uid clay. This product helped simulate 


the depth found in a lot of dichroic work 
and allowed me to polish the clay with- 
out removing the foil. Unfortunately, 
when I tried thicker applications of liquid 
clay, the clarity was reduced, as was the 
realistic depth found in many types of 
dichroic work. 

Frustration over this limitation led me 
to work on a dimensional glazing product 
for clay that would allow the creation of 
greater depth and clarity. Limitations for 
this product led to the further develop- 
ment of Magic-Glos UV resin for polymer 
clay. With this resin, it's easy to achieve 
eye-fooling dichroic and glass art effects 
that include dimensional effects, layered 
foil, and patterns that cannot be achieved 
with traditional dichroic glass work. 


Not all Mylar-backed foils work with 
polymer clay, Some will not adhere, no 
matter how much you work to apply 
them. Others will stick in small amounts. 
Be sure to work with foil that is specifi- 
cally recornmended for polymer clay. 

Foils are generally brighter in metallic 
sheen than leaf and come in many more 
colors and effects. There are several 
applications that can be done with 
foil that cannot be done with leafing. 
Conversely, clay foil doesn’t crackle as 
noticeably as leaf does. The effect is 
much more subtle and can dull the in- 
tensity of the overall color and finish 
when stretched. 

Different brands and consistencies of 
polymer clay can make applying foil a bit 
difficult, Clays with a softer consistency 
or stickier surfaces typically are easier to 
apply foil to. 
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| tip 

| Another thing that can make it hard to 
get foil to adhere is working with under- 
conditioned clay or a brand of clay thatis 
very firm. 

If you are sure the clay has been properly 
conditioned, but it still feels very stiff, ruba 
very tiny amount of liquid clay into the sur- 
face. It’s important to wipe away as much of 
the residue as possible in order for the foil 
to adhere. Apply the foil as described 
in Step 2. 


TECHNIQUE #1 
Applying Foil 


Foil, even under the best of clay condi- 
tions, rarely comes off the Mylar backing 
completely. Applications to smaller 
surface areas usually yield the best 
results. Even then, small pieces of foil 
may remain on the Mylar. In most in- 
stances, these are tiny little specks that, 
in cases such as stamp embossing and 
molding, will not even be noticeable. 
When the foil doesn’t adhere to large 
patches of clay, it can usually be 

fixed easily. 


11 Begin with well-conditioned clay. The 
clay should be as smooth and flat as 
possible. Any surface deviation, such as 
tidges from a pasta machine or divots, 
can prevent the foil from adhering in 
spots. 

Not all pasta machines create these 
roll ridges, but it’s best to even out the 
surface with an acrylic rod before apply- 
ing the foil. Make sure the rod is clean 


tip 

If you have very cold fingers, warm them 
first by briskly rubbing them back and forth 
against your pants leg. 


of debris, as anything sticking to it will 
create a divot in the clay's surface when 
you roll. 


2 Lay the foil with the color facing up 
toward you. (Pearlidescent is my trans- 
lucent water-slick-effect foil. The colors 
appear on both sides of this particular 
variety. The matte surface is applied 
directly against the clay so the shiny 
surface of the pattern faces upward.) 
Smooth the foil down from one end 
toward the other. Use a small piece of 
deli or scrap paper between your finger 
tip and the foil to vigorously burnish the 
entire surface for 30 to 60 seconds. 
Remember that the heat of bumish- 
ing is what causes the foil to stick to the 
clay and not pressure. Applying too much 
pressure can cause surface deviations in 
your clay. It’s important to use the paper 


94 | The Complete Book of Polymer Clay 


bumishing since the body oils in 
finger will cause drag, which will 

t sufficient friction. Not enough 
means not enough heat and less 
that the foil will release well. 


ediately after burnishing, lift a 

of the Mylar backing and pull 

ard (not upward) in a ripping 

as quickly as possible. It’s very 

to the method used in hair wax- 
e faster you pull, the better the 

ts will be. Pulling upward instead of 
rd will also inhibit the foil from 
ing from the backing. 

ally, it's important to pay attention 
ich corner you pulled the Mylar 

if you need to do any patching (as 
jined in the next step). 


not uncommon to see tiny specks of 
maining on the Mylar backing, This 
ical even when the best application 
10d is followed. These small areas 
the foil doesn't adhere are seldom 
able, especially when using foiled 
for molding or stamped embossing 
es. If larger patches of clay remain 


in foil colors may fade if baked too long 
n used with brands of clay that require 
temperatures to cure. Sealing the foil 
1 of liquid clay after afew minutes 
at setting can minimize or prevent fad- 
altogether. 

is can be a great thing to keep in mind 
want a more pastel effect with your 

If you find that one or more colors have 
and it’s not the effect you wished to 


uncovered, this can easily be fixed in 
most cases, except where there are sur- 
face depressions or divots in the clay. 

To patch larger spots where the foil 
didn’t stick, simply re-lay the Mylar back- 
ing over the clay so that the exposed 
areas are recovered. This is much like 
putting the pieces of a puzzle in place. 
Reburnish {as in step 2), making sure to 
concentrate heat and pressure while you 
burnish over the areas where the foil 
didn't stick, 

‘When you rip the Mylar off for the 
second time, pull it in a direction differ- 
ent from the one used in the first appli- 
cation. Ripping from a different direction 
will lay the foil down into exposed spots 
most of the time, if properly positioned 
and bumished. 

If the area still remains exposed, try 
burnishing the foil into the spot using 
a fresh section from an edge or corner. 
‘Again, if the foil doesn’t stick during this 
step, it's usually due to a depression in 
the surface 

Polymer clay foil, like leaf, can wear 

away with repeated handling or contact. 


achieve, you can make the colors pop again 
by coloring over the foil using permanent 


markers, which are available in office supply 
stores in dozens of colors from primaries to 


fluorescents. 

Hs 
color before sealing the surface with liquid 
clay, acrylic sealer, or UV resin to prevent 
the inks from bleeding. 


-set for a few minutes after applying 


note 


When uncured clay has been foiled directly 
against a tile work surface, using a clay blade 
to remove it will cause the surface to get a 
crepe-like effect. This can be desirable in 
some cases, but when a smoother metallic 
finish is desired, you can resmooth it with a 
light burnishing of your finger. 

If you know you don’t want the creped ap- 
pearance from the beginning of your foiling, 
work with clay on a deli sheet or patty paper. 
This paper can be peeled off the clay without 
disturbing the surface. 


Protect it with a coat of liquid clay, 
polymer-clay-compatible sealer, or UV 
resin. Again, as with leaf, heat-set the 
clay for a few minutes first before apply- 
ing liquid clay to prevent it from coming 
off on your brush or finger. 


5 If you find your clay is no longer flat on 
the surface after applying the foil, place 
a deli sheet over the top and lightly roll 
with the acrylic rod. Running the clay 
through the pasta machine can also be 
done, but keep in mind that if the setting 
is much thinner than the clay, the foil 
may stretch enough to dilute the color or 
even crackle. 
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look at some other types of uses for fol 
and clay in later chapters, but here is a 


sampling of exciting applications and 
tips to get you started. 


Adaing surtace pattems or shaping your 
foiled clay can yield amazing results. 
Leafed clay can also be stamped, moldec 
and textured, but because of the ten- 
dency to crack drastically, a completely 
different effect is achieved than when 
the same treatment is done to foiled clay 

Foil typically acts as its own release 
agent when used with rubber stamps, 
texture plates, and molds. However, min: 
ute flecks of foil may adhere to these sur 
faces. These are easily wiped or washed 
away in most cases, but a cleaner releasi 
can be achieved if a release agent, such 
as automotive protectant spray, is used 
(as discussed in chapter 2). Also, the 
intensity of the foil will be greater when 
a release agent is used. 

Spraying the release agent directly 
on a stamp, texture plate, or mold can 
produce inconsistent results. For the bes 
results in releasing clay, spray a small 
amount directly onto the foiled clay and 
spread with your finger. This will ensure 
that the release agent hits all the crevice 
of the stamp or mold for a cleaner sepa- 
ration. This will not affect the foil, clay, ¢ 
stamp/mold. 


MQUE #3 
{Pattern Resists 


ms of this technique were dis- 
gh personal experimenta- 
Whe first method I found for creating 
iG foil patterns for clay was the 
of working with rubber stamps, 
Sve embossing powder, and foils for 
crafts. 
re not familiar with emboss- 
ese are thermographic 
Js that are commonly used in 
Gnting industry to create the shiny, 
t that is often found on bu: 
cards and printed invitations. This 
by a mechanized application of 
4 powders in letter patterns. When 


iPewder is heated, it melts, creating 
meised image. 
material has become popular in 
[crafting world with rubber stamp use. 
Sety of embossing powders can be 
different finishes, but there 
be more on these later. The powder 
iS used to create one type of pattern 
is a tacky embossing compound 
is designed for foil application. A tra- 
nal embossing pad is used to stamp 
ign onto paper. 
The ink from these pads is either 
or lightly tinted and is designed to 
gin wet for several minutes. When 
are using it, though, it's best to work 
eedily as possible. 


hen the pattern is stamped, quickly 
= tacky embossing powder over the 
4 area, Make sure the powder has a 


chance to make contact with the entire 
pattern. Shake off the excess powder 
onto a tray or over paper and return it 
to the jar. 


2 Heat the embossing powder until just 
melted. Do not overheat, as this will 
bum the adhesive. Apply the foil right 
away, with the color facing up. Burnish 
firmly with a bone folder. 


3 When the foil is cool, quickly rip it off 
in the same manner used with polymer 
clay. This will leave a negative version of 
the pattern on the Mylar backing. This 
foil can then be burnished onto uncured 
polymer clay. 

Consider the color of clay you are 
applying the foil pattern to. Colors that 
offer the most contrast will highlight 
the pattern best. This is a nifty way to 
create a matching greeting to accompany 
a clay gift you create. The recipient will 
be amazed at how you created mirrored, 
metallic finishes to your artwork and 
greeting. 
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| tip 


Traditional adhesive tape will work, but 
packing tape offers a larger surface area for 
removing foil. It also has more applications 
for dual use than thinner tape. 
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TECHNIQUE #4 


The Pavelka Peel 


The next method for pattem resist was 
discovered when I attempted an easier 
way to create foil patterns on clay several 
years ago. After stamping foiled clay with 
a detailed texture plate, 1 wanted to see 
what would happen if packing tape was 
applied to the clay surface and peeled 
away. Voila! The foil remained in the re- 
cessed areas, but came off the uppermost 
surface. Upon showing this to a friend, 
she immediately dubbed the technique 
the “Pavelka Peel.” Here are some tips for 
creating detailed and abstract pattems in 
the surface of clay using this method. 


1 Do not apply automotive protectant 
spray or any other release agent to foiled 
clay before stamping or texturing for 
this technique, as it will prevent the tape 
from removing the foil. 


2 After embossing foiled clay, apply the 
adhesive tape to the surface and lightly 
burnish with the flat edge of your index 
finger. Peel the tape off and reveal the 
inlaid pattem. Applying and burnishing 
a second application of tape will give a 
crisper, cleaner finish for this effect. Or, 
you may prefer the slightly rough edges 
of the pattern that are left with a single 
tape application. You be the judge! 


3 The tape will now have a reverse image 
of your pattern foiled onto the back. Save 
this for application onto other surfaces 
like paper, for use in making greetings, 
tags, or other accessories. (The sample 
on the right is the leftover tape applied 
to white cardstock after being peeled 
away from the embossed/foiled clay @.) 
This is yet another wonderful oppor- 
tunity to create an additional project, 
as with the embossing powder method. 
You've got to love it when waste 
material can be repurposed for another 
creative use b. 


4 Consider how thick your clay should be 
rolled out before applying the foil. This is 
determined by how deeply you plan on 
embossing the foiled clay. You may wish 
to have a distinctively raised surface ap- 
parent in the clay. A deeply embossed 
area will make it easier to remove foil 
from the surface without accidentally 
removing it from the embossed pattern. 


5 To create a flat, one-dimensional foil 
pattern, a more shallow impression must 
be made. Extreme care and a lighter 
touch should be used when burnishing 
the tape over shallow impressions to 
prevent removing foil in your design. 
When the foil has been removed, 
place deli paper over the clay and roll 
with an acrylic rod until the surface is 


Bietely flat. This will give the surface 
Similar to screen printing. 

= less surface texture you can ap- 
ile still being able to remove only 
pp layer of foil, the better the pattern 
ar when completely flattened. 

B= practice will go a long way to 

ectng the delicate balance between 


Applying the leftover tape 
from Pavelka Peeled clay to 
black card stack made the 
leafy copper background on 
this tag. 


= end foil removal 

= photo at left below shows (from 
B night) stamp-embossed foiled clay, 
Peeled foiled clay, and flattened 
@ clay. 


te random or abstract pattems by 
essing foiled clay with nontraditional 
Ssels and tools, including crumpled 
Sanu foil, found textures, and tools 


shape and size. 


mis sample was made by pressing 


$eace of a credit card into gold-cov- 
Black clay and removing the surface 
th adhesive tape 
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mpting to recreate 


ay even be encouraged to tackle 
own method for creating the look 
aterial that no one else has tried. 
are numerous “recipes” for some 
techniques contained within this 

r. Regardless of the method you 
all that matters is that the end result 
approximates the look you are 

to achieve. 

ince naturally occurring variations 
materials tackled in this chapter 
in a wide array of colors and finishes, 
ing these or other formulas often 


X (PRONOUNCED FO) IS A FRENCH WORD meaning “false!” 

never faux is used with a creative concept, it refers to an 

tative effect. Polymer clay is unique in that, perhaps more than 
other medium, it can be used to create realistic imitations 
most every material known. The one exception is something 

tal clear, such as glass or a faceted gemstone. 

is ability makes polymer clay one of the most exciting materials 
ork with, Few things are more creatively satisfying than hav- 
someone mistake an object you made for the material you were 


results in a variation that still offers a 
realistic approximation of the real thing. 
The ability to fool the beholder often lies 
as much in the quality of your finishes as 
it does the formula itself. 

Because some of the faux concepts 
for clay are so extensive, other chapters 
touch on additional imitative techniques 
where applicable, such as Faux Dichroic 
and Mica Shift wood illusions. Books 
such as Polymer: The Chameleon Clay by 
Victoria Hughes are exclusively devoted 
to faux concepts. 


TECHNIQUES 
¢ Faux Opal 
¢ Faux Turquoise 
° Faux Raku 
¢ Faux Ivory 
¢ Faux Cinnabar 


¢ Faux Rust 


| 101 


Remove any air bubbles before curing 
as directed in the resin instructions, It 
past 


ke several layers of resin, added 


and 


seems to gi cured between applications, to com- 


opal is am 


pletely cover th 
simple to create, glasslike finish 


flake and get a smooth, 


eep in mind that the 


Ae more layers you add, the more of a 
1 Roll out a thi 


i: rounded cabochon effect you'll achieve. 
condition: i x 
his can be quite pleasing visually. If a 


more level surface is desired, i 


best to 


5 work with a setting or border around the 
the surface of th 


faux opal clay. 


2 Gently down as flat as 


possible with a nee r knitting too! 
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‘semiprecious stone is the ideal 
tion for creating beads, jewelry, 
cessories using polymer clay. Colors 
uoise vary considerably from aqua 
‘teal to sky blue and green, plus some 
in between. As different brands of 
‘offer varied color palettes, you may 
it will take a bit of experimenting 
‘even blending to achieve the shades 
uuise you desire. The method rec- 
ended here offers one of the most 
only seen shades of turquoise. 

, the matrix found in turquoise 
from fine to large cracks. The 

‘to which you chop your clay will 

ine the finished result. In the 

L well-executed faux turquoise will 
even the most discriminating of ex- 
plus it will be lighter in weight and 
less expensive than its authentic 
jterpart. 


recipe calls for a ratio mix of one 


Peppermint clay to one part Sahara. 
the clay thoroughly until blended. 


op the clay into small pieces. 
press the pieces into the size and 
you desire using your hands or a 
form. Do not blené the pieces back 
er when compacting. The clay 

id be pressed together to form a 
piece that is firm but still has cracks 
crevices in the surface. Bake for the 
ended time and temperature. 


3 When the clay has cooled, rub burnt 
or raw umber paint into the cracks and 
crevices. Wearing disposable gloves is 

recommended for this step. Wipe away 
the excess paint with a dry paper towel 


and allow the rest of the embedded clay 
to dry completely. Follow with dry sand- 


ing using 600-, 800-, 1,000-, 1,500-, and 
2,000-grit automotive-grade sandpaper 
and buff on a muslin wheel to a high 
shine. 
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tip 

You can control the degree 
of crackling more easily by 
hand rolling and stretching. 


| tip 

| If you find that some of your crackle effect 
is scraped away, you can add some fine lines 
with a fine-tip permanent marking pen. 
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| TECHNIQUE #3 
| Faux Raku 


Raku is a type of pottery that originated 
in Japan. Colors and finishes can vary 
greatly, but the most recognizable aspects 
of this type of earthenware are metallic 
accents and crackle finishes. 

These can be achieved through the 
use of mica pigment powders for the 
metallic elements, and metal leaf and ink 
for the crackle finish. 


1 For a crackle effect, use any color of 
metal leaf (not foil) applied to a sheet of 
white or cream-colored clay rolled 


we 


S 


through the largest setting of the pasta 
machine. Use an acrylic roller or progres- 
sively thinner settings of the pasta ma- 
chine to get a crackle effect. For best 
results, do not stretch too much or create 
too much crackling. Finer lines are more: 
realistic for this technique. Bake at the 
recommended temperature for 10 minutes 


2 Once the piece has cooled, dab black 
stamp ink (pigment or dye inks both 
work) over the entire surface area and 
rebake for 20 minutes. Once cool, lightly 
scrape the surface with the flat side of 
a clay blade or craft knife until the leaf 
is removed and the crackle effect is 


achieved. 


Retallic elements in your faux Raku, 
'Swo or more colors of metallic 
paint to the surface of black clay. 


ww the paint to dry and then press 
sandpaper into the surface to tex- 
lake the clay at the recommended 

erature and time. 

th uncured and baked elements 

‘using these techniques can be 

ned to create faux Raku projects 

€ piece seen at right. 


ty tip 


ive wear and a dust mask are 
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The Comp! 


te Book of Polyme! 


TECHNIQUE #4 


Faux Ivory 


Ivory has long been p 
the world for its 


zed throughout 


use in making jewelry 


and decorative adornments. When one 


thinks of le teeth and elephant 


tusks are usually what come to m 


Technically, any animal tooth or tusk is 


are composed o! 


1 as other bones. These 


typically the teeth 


same mater 


days, 


1 ivory i 


tusks, or bone from nonthreatened ani- 


mal species. Otherwise, it’s illegal to buy 


or sell ivory. It is still possible to lega 
purchase antique and fossil 
ging from elephant tusks and whale 

teeth to fossilized mammoth, mastodon, 


ized ivories 


rar 


and walrus tusks, but these ivories are 
very expensive. 

Ivory also comes with varying degrees 
of visible layers and grades of quality an 
color. The “grain” or lined patterns typi- 
cally four 


in ivory can range from non- 


geernable to clearly layered in appear- 
f= Lines can be uniform or random, 
Bending on the specimen. Colors can 
age from nearly white to light yellow and 
pwn tones. 

Even deep cross sections of ivories 
Bt are tens of thousands of years old 
be very fine in quality, not show- 
B the antique quality that is expected 
fh material this old (see the section 
Bmmoth ivory in the far left photo on 


E facing page). The piece on the right 
Bs created on fossilized walrus tusk us: 
traditional scrimshaw methods. 


his recipe is created to make a 

Sticated ivory, one with more visible 
Sning and a creamier tone. Play with 
ferent degrees of color and methods 
i these lines to find the formula that 


Bu like best. 


Mix a ratio of two parts White to one 


Brt Ecru. Blend thoroughly. 


Roll out translucent clay on the larg: 


St setting of the pasta machine without 


Bnditioning it. The edges should be a bit 
ugh and crumbly. Tear or cut smaller 
leces from the sheet of cream-colored 
Igy made in the last step. Place these 
wer that sheet with crevices showing 
Etween the pieces of translucent clay. 


Roll the combined sheets through the 


@sta machine on the largest setting. Cut 


B half and stack. Repeat this step three 
Bore times. 


uarters and sti 


4 cut the sheet 


Compress wi 


d or a roller. 


your 


5 Cut thin slices from this stack and lay 


of the cream: 


side by side over a th 


colored clay mixed first step. Roll 


together w ylic rod to meld the 
slices together and fl 
this shee ue 


thickness through the pasta machine. 


6 Carve fine pattern: 


the tip of a needle 
ove clay remna 


this can mar the surface. After bi 


from the carving 


rub off any clay rerna! 


process. 


7 Rub raw umber acrylic paint over the 
clay and into the carving. Wipe off the 
excess paint with a dry paper towel 


S allow the rest of the paint to dry and 
+h sanding and polishing as 
INIS 


ined in| 
Another option is to stamp the 


G, chapter 1 


surface of faux ivory sheets with inked 
stamps before or after baking. 


Pictured below is a variety of faux 


ples that best represents vin- 


ivory sai 
and antiquated effects. 
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TECHNIQUE #5 


Faux Cinnabar 


Cinnabar (mercury sulfide) is a natu- 
Tally occurring mineral that is found in 
both a reddish brick color and black. The 
red color is the most commonly known 
variety. This mineral was sometimes 
mixed to color the lacquer used in Asian 
lacquerware and other artwork. Due to 
its toxicity, cinnabar is now only made 
from dyed resin. It is generally carved or 
molded, It's easy to create close approxi- 
mations of this lovely art form in clay. 


1 Mix a ratio of three parts Indian Red 
with one part Chocolate until completely 
blended. (It’s that simple!) 


2 The clay can now be molded or 
stamped to make your cinnabar cre- 
ations. Polishing by sanding and buffing 
will give a realistic finish. 


TECHNIQUE #6 


Faux Rust 


The popularity of altered, distressed, 
and recycled artwork that began in the 
1990s continues today. People’s greater 
consciousness of our dwindling natural 
resources, combined with an apprecia- 
tion of materials that survive the test of 
time, has increased our interest in foun 
objects. 

We used to fight the corrosion of 
metals, but now we have grown to love 
the natural patina of time—otherwise 
known as rust. This process is deliber- 
ately accelerated (or simulated) in the 
manufacture of furniture and home 
décor to create the illusion of artifacts. 
Fortunately, this look can easily, and 
more convincingly, some would say, be 
simulated with polymer clay. 

The following directions stray slight! 
from what most package instructions w 
tell you. Here, the two-part finish is mod 
fied to achieve the look of “instant” rust 
on polymer clay. Also, this section just 
shows how to create a basic rusted fin- 
ish. Other additives to the metallic base 
primer are available to create patinas 
found on other metals like copper and 
bronze. The base primer contains metal 
particles that will rust when the accel- 
erator is added. 


is technique is ideal for those who 


create assemblage, altered, and 


ad-object art. 
‘0 believe, but it's less expensive 


ke old keys and hardware and other 
with polymer clay than it is to buy 


I've learned that as the demand for 
hardware and findings increases, 
ce, The method described 


Blow also offers the option for custom 


the pi 


d size variations that may not 


e available. 


clay works the best for basic 


objects. After thoroughly stirring 
ic base primer, apply a thick 
over the baked clay object of your 


Air-dry this coat or place in the 


Bat 265°F until dry. 


the primer and add a second 

‘oat. After it begins to dry for a 
nutes, apply a generous amount of 
rust finish (accelerator) with a brush 


ton swab. This can be air-dried 
migh 
F until dry, 


t or accelerated by baking at 


here is not enough rust after Step 2 
e rust finish and 


another coat of 
. Multiple applications of 


Ee dry or bak 
rust finish can be added and dried 


e desired finish. 


you achieve thi 


@ Protect the finish of the rusted clay 


aler made for the 


Rist product you are working wi 


w to air-dry. 


ffects | 109 


A RUBBER STAMP WITH POLYMER CLAY is one of the most 
‘atile ways to create visual interest on the surface of your work 


as with many clay techniques, there are too many options to 
ina single chapter, but this overview should have you well on 

r way to getting beautiful results while offering instant creative 
ification. 

you've been reading other portions of this book before ventur- 
into this chapter, you'll have realized that stamping (like other 
niques and applications) appears in other sections and proj- 

. As a crossover tool, stamping is unparalleled in its ability to 
so many different results. 

fact that polymer clay is a tactile We've already explored the use of 
ium is just one of its many attrac- stamps for creating Mokumé Gané | see 
;. Rubber stamps only add to this MOKUME GANE, chapter 6, page 72 |, 

by offering a controlled method and this section will reexamine the use 
ivering exacting patterns and of stamps as a nondimensional surface 
ents. Is it any wonder that this treatment | see IMAGE TRANSFERS, chap- 
ium, more than any other I have ter 5, page 62 |. This section will delve 


, is responsible for bringing out the deeper into stamps as a means of adding 
ic passion of so many? texture and uniqueness to your work. 


TECHNIQUES 
¢ Basic Sutton Slice Sheet 


¢ Advanced Sutton Slice 
Concepts 


* Textile Effect 
« Faux Tapestry 
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Even though many of the stamped 
examples and projects in this book feature 
stamps from my signature texture line, I 
encourage you to look to stamps you may 
already have available in your creative 
collection and be open to new designs. 


Stamp Care 

Taking care of your stamps is one of the 
most important components to creating 
beautiful results. Make sure the stamp 
is very clean before applying any pigment 
or powder. Stamps can be cleaned with 
products specifically designed for this 
purpose or with dish soap and a scrub 
brush. Some inks are indelible and may 
need a solvent-based cleaner to dissolve 
the ink. Grandma’s Secret Rubber Stamp 


Try stamping on gradient or other treated clay 
backgrounds in addition to using single-colored 
sheets. 


You can even stamp over image transfers or 
clay treated with foil and leafing. Any type of 
rubber stamp can be used for surface stamping. 


Cleaner® is a new product that is nontoxic 
and non-solvent-based. It does an excel- 
lent job of cleaning stamps. 

It's not unusual that a stamp’s rubber 
becomes stained over time, but the pri- 
mary residue should be removed, and the 
sooner the better. It may take more than 
one application of cleaner to remove ink. 


cleaner. Apply a second application if 


needed, allowing a saturated application 
to sit for several minutes before wiping it 
away with a new towel. 

Scrubbing a stamp with a drop of 


dishwashing detergent is a gr 


at way to 


remove all traces of mi 


‘a pigments or 


other powders. 


Store stamps away from direct sun- 
light when not in use. Since the rubber 
has a naturally tacky quality, it's advisable 
to store stamps in a drawer or container 
to prevent airborne dust and residue 
from accumulating. 


Nondimensional 
Surface Stamping 


This method delivers patterns to smooth, 
flat clay surfaces without the benefit of 
texture. Ink, paint sticks, and powders 
can all be applied to stamps and trans- 
ferred onto both uncured and baked 
polymer clay. 

When stamping baked clay, a heat 
curing of several minutes is recom- 


ded to permanently fix the ink or 

t. The transfer of the stamp’s pattem 
usually easier to deliver to uncured 

er than cured clay. 

Photo-plate-style stamps that don’t 

sr much in the way of dimension are 

i for this application, but don’t forget 
it deeply patterned stamps can offer 

it results to clay surfaces, Play with 
ping light backgrounds with sepia, 
tel, or chalk inks before overstamping 
bolder images and pigments for dra- 


rolling the clay through a pasta 
achine, roll a few times with an 
Tylic rod to remove any ripples. 


e fresh stamp pads to ensure even, 
over coverage. 


fake sure you're working on a flat, 
2ooth, hard surface when stamping. 


vhen working with unmounted 
mops, it can sometimes be easier to 
ply the clay to the stamp as opposed 
stamping the clay. Place the clay 

eet on a piece of deli or parchment 
per before smoothing it with a rod. 
‘is will help the clay adhere to the 
eet, making it easier to handle. Place 
clay down over the treated stamp. 


ightly bumish the back of the clay 
ith the flat side of your index finger to 
print the surface treatment onto the 
‘Glay. Be careful not to use too much 


pressure, which can cause the clay to 
shift and the pattern to smear. If this 
occurs, flip the clay over and repeat until 
you get satisfactory results. Carefully 

lift the clay from two comers so that 

it can be raised in a single motion to 
prevent smudging. 


* When possible, allow the ink (or paint) 
to dry before handling the clay. It can 
sometimes be difficult to tell when the 
ink is dry. In some cases, the drying 
time for the ink may be longer than the 
open (conditioned) time of the clay. This 
means that the ability to mold or form 
the clay without cracking can be com- 
promised when positioning on non-flat 
surfaces. 


» Placing clean deli paper over the 
stamped clay allows for immediate 
handling. You can carefully shape, or 
conform, the clay to a variety of sur- 
faces if you use the paper as a protec- 
tive barrier while the ink is still wet. 


* Be careful that the paper doesn’t shift, 
which can also smear the stamping. 
Some of the ink may transfer onto the 
paper, but this is usually not enough to 
mar the imprint. If you need to reposi- 
tion the deli paper during this process, 
use a fresh piece 


* When applying pigmented mica powder 
to stamps, the surface must be as clean 
as possible and completely dry. Add 
powder to your fingertip. Tap off any 
excess powder into the container's lid 
before patting the surface of the stamp. 
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* Excess powder can fall into the crev- 
ices of the stamp, transferring it onto 
the clay in areas other than where the 
desired pattern should make contact. 
Try stippling (patting) different colored 
powders over the stamp. 


* Apply a single color at a time to ran- 
dom spots, cleaning your finger be- 
tween powders to prevent cross-color 
contamination in your containers. You 
might also play with applying different 
colored powders in stripes or graduate 
tones to the stamp. 


Add dimension to surface-stamped 
images and patterns by introducing 
texture to either the stamped or the 
negative areas on the clay’s surface. Le 
the ink dry before texturing whenever 
possible. Stippling with a ball-tipped 
stylus or the end of a needle tool can 
create tremendous visual interest in 
your work. 


The Sutton Slice 


Earlier in this century, Pete Sutton, who 
worked in the creative arts industry, 
allowed me to turn him on to the wondei 
of polymer clay. We became fast friends 
Pete couldn't get enough of the medium 
Within a few weeks of “claying around”) 
he was attempting a new concept for 
making mica-shifted clay. 
Unfortunately, the idea, while good, 
didn’t work for a number of reasons. 
Plus, it created a mess with a stamp he 
was using. In trying to clean the stamp, 


used scrap clay to grab the embedded 
from the face of the stamp. What he 
overed was incredible! 
Removing the embedded polymer cre- 
d a contrasting dimensional pattern 
the surface of the scrap clay. Voila! The 
on Slice (the name for this technique, 
+h was coined by my foster daughter 
fellow polymer clay artist Anne Igou) 
born! 
This is the perfect example of how 
it discoveries are usually the result of 
éstake. Be on the lookout for your own 
py accidents! 
One problem we had after he showed 
the concept was getting consistent, 
roducible results. I was so enamored 
the idea, | devoted a couple of weeks 
Sworking with the concept in order to 
lop methods and tips that made it 
able technique. The technique itself 
juite simple and straightforward, 
it takes dedicated practice to get it 
and perfect the results. I find this 
ique, much like the Mica Shift, to 
a very meditative, Zen-like quality. 
mands patience and a willingness to 
ne your blade skills. 


TECHNIQUE #1 
Basic Sutton 
Slice Sheet 


1 Embed a small amount of conditioned 
clay into the stamp, pressing it firmly 
with your finger. 


2 Hold the blade down firmly with your 
nondominant hand at one end. Bend the 
opposite end of t 
arch that presses the edge dot 
over the rubber. If the st is 
grade quality, t 
the rubber! Pul 


1’t shave off any of 
he blade through the 
raised clay that was jus' bedded, 
leaving it flush with the surface of the 


stamp a. 


This is done with a pivoting motion. The 
end of the blade you are holding down 
should remain stationary, while the 
arched end of the blade moves in a circu- 


lar motion as you slice b. 


3 Continue adding small amounts of 
clay until the desired area has been 
filled and sliced. As you build the filled 
area, small amounts of clay may stick to 
your blade while slicing and be uninten- 
tionally removed. 

Patch these areas until all the openings 
are filled. Check your blade frequently to 
make sure there is no clay stuck to it. Wipe 
the blade often to remove residue that can 
also drag the clay out of the stamp. 
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4 Once you are sure the desired area is 
completely filled, reshave the surface of 
the rubber with very firm pressure until 
all visible clay is removed from the raised 
surface of the rubber. Any clay residue will 
be transferred onto the substrate (base) 
layer of clay that becomes the background 
of the Sutton Slice sheet. During this final 
filling step, it’s not unusual for some clay 
to come out. Repeat Steps 3 and 4 until 
the crevices are filled entirely and the 
surface is completely clean. 


5 Roll out a conditioned sheet of clay 
large enough to cover the filled area. The 
thickness of the sheet depends on the 
application, Sheets thinner than the 
fourth-largest setting of the pasta machine 


are prone to tearing and may be too thin. 


When just starting out, it's advisable to 
work with thicker settings (largest, sec- 
ond-largest, or third-largest) until you are 
comfortable with the technique. 


6 Place the sheet down over the filled 
stamp. Spray a small amount of automo- 
tive protectant spray over the faceup side 
of the clay backing and spread it with 
your finger. This prevents your fingers 
from sticking to the clay and prematurely 
lifting it. 


7 Tamp the clay down with your fingertips 
very firmly over the entire sheet. Continue 


this step until you have pressed the same 
areas of the entire sheet several times. Roll 
over the clay sheet one time only, using 
an acrylic rod with firm pressure. Do not 
roll back and forth! This can prematurely 


fy et eg 


remove the clay from the stamp. 
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Wipe the automotive spray residue while you do this until you see the the tips section on page 119 for clay that 


mm the backing sheet with a paper edge. While holding the stamp (folded won't budge from the stamp. 
wel, back) in place with one hand, use the Continue until the entire pattern 
— other hand to press the edge of the clay has been released. Lightly pat down the 
Mum the stamp (with the clay still in 2 se semi eae 
mew? = down firmly against the tile. This area raised clay to ensure it is making contact 
lace) down over a tile work surface. : : 
will be cut away when you trim,sodon’t _with the background sheet. Trim and 


ss the stamp down firmly to adhere 


a worry about the distortion. apply as desired toward the completion 
== clay to the tile v PPY : 


12 slow! of your project. 


one hand, pressing 


y roll the stam 


In this step, the stamp is removed 
m the clay and not the other way 
und. Do not pull the clay off the 

p! Much of the clay will remain 
uick inside. It's advisable to stand dur- 


stamp Note the tonal contrast between the 


under the curled area as you continue. two samples in the photo below. Both 
If you see an area where the c 


were created using the same two colors 


mains in the stamp, you can slowly roll (FIMO Soft Metallic Sapphire Blue and 

tt d press the ite). By embedding the lighter color 
fuse the and using darker background clay, as in 
y background and embedded area 
1 Bend the stamp backward, nearly together. Repeat this a: 
ding it in half. Slowly roll it backward clay comes out 


e stamp back in place ar 
this step in order to see the clay as : : 


u remove the stamp. 


e effect is de- 


mple on the left, tt 
.eded until the brighter than the sample on the 


vhere the colors were reversed. 


10 the background. See 


x 
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TECHNIQUE #2 


Advanced Sutton 
Slice Concepts 
Once you've mastered this method, try 


your hand at getting different effects. 
A few ideas include using sheets of 


clay with a crackled foil or leafed back- 
ground. You might try stamping a pattern 
on the background clay before pressing 

it onto the embedded sheet for a peek- 
through effect, 


Keep in mind that the addition of 
other materials on the backing layer 
can act as a resist, making it difficult for 
the two clays to adhere to one another, 
This will also make it harder for the clay 
to release cleanly from the stamp. The 
effects are well worth the risk, but it's no! 
for the faint of heart. 

Another idea is to use a gradient 
background sheet of clay instead of a 
solid-colored one, A bit trickier, but fun 
to do, is to embed pieces of clay from a 
Skinner Blended sheet, as seen in the 
photo below in a case that was created 
with my “splat” stamp, 

To achieve this effect, cut a gradient 
sheet rolled through the thickest setting 
of the pasta machine in a grid forma- 
tion to create tiny tiles of clay. Begin with 
the lightest color and fill the stamp with 
rows of graduated color. Keep in mind 
that, as you move beyond the first col- 
ored row, the clay from the next darkest 
row may pick up some lighter clay when 
sliced 

Do not add this clay back into the 
stamp. Set it aside and start with a fresh) 
clay “tile” from the grid to prevent color 
contamination from occurring as the 
additional rows of color darken. It's okay 
if you see color contamination occur on 
the back-filled clay that faces you. You 
‘won't see this when you release the clay 
from the stamp. 


‘Some more advanced challenges in- 
de using more than one color in indi- 
al sections of the stamp. This effect 
& be seen on the notepad cover in the 
photo above or the | SUTTON SLICE 
put Face” Case project on page 182 |. 
The ultimate Sutton Slice challenge is 
ting a raised gradient pattern against 
sradient background. You can work 
th different colors and play dark ends 
ainst dark ends or oppose the light and 
r& ends as with the heart vessel shown. 
the right photo above. The Textile Effect 
== page 121) was incorporated to turn the 
Bet used into a nondimensional surface. 


Helpful Sutton 
Slice Tricks 


* Aclean, dry stamp is essential! This 
can't be stressed enough. 


* Not all stamps will work with this tech- 
nique. Stamps with a lot of depth work 
best. A lack of depth and/or too much 
detail can prevent the technique from 
working. Stamps with depth, but those 
that have extremely busy patterns, are 
harder to work with. Some small details 
may be lost, but this often isn't a prob- 
lem as long as the larger areas of the 
pattern are properly filled and released. 


* Stamps with a great deal of depth but 
extremely large patterned areas can 
be hard to shave after filling. As you 
practice, you'll find which types of pat- 
terns and depths work best for you. I 
designed most of my texture stamps 
with this and the Mica Shift techniques 
in mind. 


* Mounted stamps can work for this 
technique, but the clay has to be pulled 
off, and it’s common for areas to remain 
embedded. Ways around this are to 
remove the wood block mounting from 
your stamps and use an after-market 
acrylic mounting system. This will 
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allow you the versatility of using your 
stamps both mounted and unmounted. 
This is what I've done with hundreds 
of my stamps. It takes much less room 
to store my stamps. Also, you may be 
surprised to find that you prefer to 

use your stamps unmounted for most 
applications, as I do! 


* Ways of dealing with mounted stamps 
include baking the Sutton Slice clay in 
the stamp and removing when cool. 
However, this will prevent you from 
being able to bend or form the Sutton 
Slice sheet. 


* Blades should be very clean and sharp. 
A flexible blade works best. Older 
blades with notches along the edge will 
make shaving the clay tricky. 


* Use only small amounts of clay at a 
time. Embedding too much of the clay 
at one time can make proper shaving 
difficult, if not impossible. 


* Softer clay works better than firmer 
brands. Also, when embedding larger 
areas, the open time for clay can be ex- 
hausted. This can result in the embed- 
ded clay being a bit dry and crumbly. 
This can be a desired effect | see 
TEXTILE EFFECT on the facing page |. 


* Wipe fingers often with a baby wipe. 
Built-up residue can cause you to 
remove embedded clay when you are 
pressing a new area into the stamp. You 
may also spray a little bit of automotive 
protectant spray on the corner of your 


work tile, Periodically tap your finger 
into the spray to act as a resist agent 
while you are embedding the clay. Make 
sure you don’t get this inside the stamp, 
as it can inhibit the clay from sticking. 
Remember, we want the clay to stick in 
the stamp, not on your fingers! 


When pieces of clay stick inside the 
stamp, no matter how well you fold 

the stamp, you can try to remove them. 
with the tip of your craft knife or a 
needle tool and position them on the 
background sheet. I recommend baking 
the embedded clay in the stamp for 

10 minutes to harden it before remov- 
ing it and pressing it into the back- 
ground clay. Add a tiny dot of liquid 
clay to the back of these pieces before 
pressing them in place. This will fuse 
the clays together more securely. This 
tip will also make it easier to remove 
and place the clay without damaging it. 


Every once in a while, you may miss a 
small area that didn’t get filled after 
the baking has been done. Typically, this: 
area is raised, just like the contrasting 
clay that was successfully embedded, 
only the color is that of the background 
sheet. Here, I think it's okay to cheat a 
little. I touch up these areas with per- 
manent marker or matching acrylic 
paint. No one will know except you. I 
always say, “Fake it until you bake it!” 


is a technique modified from the 
fon Slice, Once again, surprising dis- 
often are the genesis of new 
niques. In this case, I was rolling my 
Slice scraps through my pasta 
e to blend and recondition. I 
d that repeated passes through the 
ine flattened the pattern until it 
ed like fabric, thus the name: Textile 
The result reminded me of the 
romatic look of textiles used to 
ce some varieties of Hawaiian shirts. 


hen flattening a Sutton Slice sheet, 
important to use a background sheet 

xy that's been rolled through the 
ckest setting of your machine. 


en you have released the Sutton 
=, gently stretch it by hand before 
ng it through the largest setting of 
»pasta machine. This is important, 
i opens the background pattern and 
ents the raised clay from folding 
er onto it during the gradual flattening 
ge. Stretch the clay gently in all direc- 
ns during this step to avoid distorting 
pattern. 


While rolling, hold the end of the sheet 
Eth a little bit of tension to help the pat- 
stretch. Do not hold it too tightly, as 
is may cause the sheet to tear while 


jing. 


4 Repeat Steps 2 and 3, rolling the sheet 
through thinner and thinner settings 
until completely flat. Distortion can be 
adjusted by hand stretching after the 
final rolling. 


When working with stiffer clays, the 
Textile Effect often shows crackling along 
the edges of the embedded clay after flat- 
tening. This is a way to achieve a faux 
batik effect. 


Another option is to let the embedded 
clay sit inside the stamp overnight before 
removing it with a background sheet. 
This allows the clay to lose its open time, 
causing it to stiffen and crack when flat- 
tening. Keep in mind that when the clay 
is stiffer, it is also harder to get the back- 
ground and embedded clays to adhere 
and thus release from the stamp. 
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TECHNIQUE #4 
Faux Tapestry 


Even though this is a faux technique, 

it’s an offshoot of | THE SUTTON SLICE, 
page 114 | and the | TEXTILE EFFECT, 
page 121 |, Patting a contrasting mica pig- 
ment powder over the raised area of the 
stamp and then flattening it, as in steps 
1-4 of the Textile Effect, achieves this look 

The outcome is a shadowed effect 
that appears to have the quality of in- 
terwoven threads. This is especially true 
when creating the technique with warm 
and metallic tones. 1 dubbed it Faux 
Tapestry, since my first experiments 
were done using a combination of warm 
and metallic tones, which reminded me 
of the look found in antique European 
tapestries. 

Amore dramatic crackle effect can be 
achieved with this technique by applying 
a layer of tempera or acrylic paint and 
stretching after the paint has dried. 


Additional Embossed- 
Clay Effects 


Here are a few more suggestions for get- 
ting different effects with embossed clay. 


* After stamping the clay, pat mica pig- 
ment powder on the raised surface. 
This will leave the recessed areas in a 
contrasting relief. As with the appli- 
cation of powder to the rubber stamp. 
mentioned earlier, you can create 
interesting results with striped, gradu- 
ated, or stippled powder applications. 


eply mica pigment powder to the raised 
face of clay that was embellished 
ith the Pavelka Peel technique | see 
AF AND FOILING EFFECTS, chapter 8, 
Bage 90 |. You might try using a color of 
‘der that contrasts with the foil used 
Br coordinate your tones by using 
matching powder shades, as used with 
leaf border seen on the dish in the 
tight photo. 


Greate an antique effect on stamped 
Slzy by rubbing acrylic paint into the 
evices and over the entire surface. 
ollow by wiping it away. For a deeper 
phe, use a dry paper towel. Use a baby 
pe to remove more paint while it’s 
@et or to lighten the effect after drying. 


The look of hand-tooled leather on 


= card case as shown in the bottom 


Bat photo was created by antiquing clay 
Sbossed with my “tooled leather” stamp 
fh raw umber acrylic paint. 
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your work. 


cor to jewelry. 


osaics 


is is one of my favorite clay applica- 
s. Mosaics are works of art composed 
tile. My first exposure to mosaics 

to ancient artworks that date back 
biblical times. Being fortunate to 
these firsthand during my teen 
began a longstanding love affair 
this art form that continues to 

day. 

Thave sought out mosaics during my 
avels and never cease to marvel at the 


ssembly, Formation, 
nd Structure 


IS CHAPTER IS DEVOTED TO TECHNIQUES and treatments that 
olve assembly, formation, and structure of your work. Some 
these concepts stand alone, such as mosaics and carving. Others 
y be elements or embellishments that make up only a portion 


The use of the concepts can be deeply gratifying. They lend 
emselves to a wide range of applications from large-scale home 


complexity achieved by the earliest artists 
with the crudest of tools and resources. 
Mosaics share a close similarity with one 
of my favorite painterly concepts, pointil- 
lism, which is a two-dimensional way of 
creating images with small dots of color 
(charcoal, pastel, or paint). 

The beauty of making polymer clay 
mosaics over more traditional methods 
(including ceramic tile, glass, and more 
recently china or pottery shards) is that 
you have total control over every aspect 
of your creation. 


TECHNIQUES 

* Three-Step Mosaics 
* Carving 

* Hollow Forms 

¢ Pillow Forms 

¢ Puff Forms 


¢ Nontwist Suspension 
Method for Hanging 
Puff Forms 


¢ Flowers 

* Ribbon Roses 
* Layered Roses 
* Cutter Boxes 


¢ Stencil Frames 
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In creating your tiles, you can deter- 
mine the size, color, shape, and thick 
ness of each piece. You can even control 
whether or not the tiles are flat or 
dimensional. 

In most cases, you may prefer to 
use my three-step, no-mess method for 
creating polymer clay mosaics. The excep- 
tion would be the creation of large-scale 
projects that cannot be cured in an oven, 
such as the fireplace surround I created 
n 1999 (below). 


in our family roo! 
es basic mosaic 


This section addres 
creation. You can go beyond the basics, 
though, and try to spread your artistic 
wings by working with gradient-blended, 
stamped, molded, and cutter-shaped tiles, 


TECHNIQUE #1 
Three-Step Mosaics 


This technique is so named because the 
formation of the design and grouting 
occur in three simple steps. Before cre- 
ating the actual mosaic, you must first 
make your tiles. Determine the details 
needed, including overall size and colors. 

Keep in mind that while the basis 
of traditional pictorial mosaics involves 
square tiles, corners and curves are often 
filled in with triangles and trapezoids. 
You may also need to cut tiles down to 
smaller squares to complete the pattern 
These additional shapes and sizes are 
easily cut from the basic clay tiles 
after curing. 

Traditional mosaics are laid out ina 
freehand or mechanically drawn design 
over a foundation. They are attached 
with mastic (adhesive). After setting up, 


jut is pressed into the crevices and 


wiped away from the surface. This can 
be a messy job. The three-step technique 
makes the process cleaner and quicker. 
The use of polymer clay tiles for large 
nonbakeable surfaces (such as my fire- 
place) must be done in the traditional 
manner. I would not recommend polyme} 
clay for outdoor mosaics. The lifespan 
of the clay can be affected adversely by 
harsh weather conditions. Clay is best 
suited to projects that remain indoors. 


rt by creating your tiles. Since the 
ris a base layer of polymer clay 

s been rolled through the largest 

1g, the recommended thickness for 
is the third- or fourth-thickest set- 
Thicker tiles will be hard to embed 
ly enough and will be difficult to cut 
|. Thinner tiles can be prone to pop- 
out and may break when pressed 
he base, or grout 

Il out solid-color or gradient sheets 
2 desired thickness. Score with a 
lade in a grid pattern at the size 
refer. Since most of my mosaic work 
;to be 12 in. by 12 in. or smaller, I 

é tiles that range in size from about 
square to micro tiles that measure 
2mm to 3mm square. 

ke the scored sheet for at least 
nutes. When the clay cools, you 
nap the tiles apart by hand. Making 


triangles and other shapes can be easily 
done with a craft knife. 


2 Draw or trace your design onto trac- 


ing or deli paper. Place the paper over a 
layer of clay (grout) that has been rolled 
through the thickest setting of the pasta 


machine. Cut through the lines with the 
tip of the craft knife a. 


When you remove the paper, your design 
will be incised into the grout layer. This 


layer can be any color you desire, but 
black offers the greatest contrast. The 
grout clay can also be attached to any 
bakeable surface you are covering before 
hand, as shown with the covered pillbox 


here b. 


3 Press your tiles into the design, starting 
from the center and working your way out. 


Keep in mind, as you press tiles int 
place, that some of the grout layer v 


This tabletop measures 
1 sq.ft. and includes nearly 
2,000 handmade polymer tiles. 
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This mosaic mirror frame is an example of using 
specifically shaped clay cutters to make foil- 
covered tiles. The effect can either be amore 
exacting geometric pattern or freeform. 
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lymer Clay 


tip 

To make the tiles even more secure after 
baking, rub a layer of liquid clay over the 
tiles and into the cracks. Wipe off the excess 


liquid clay thoroughly and rebake for 
20 minutes to seal the mosaic. 


expand outward, causing the very edge 
of your design to be slightly smaller than 
he drawing, Normally, a row or two of 
tiles may be lost as a result. 

When all the tiles are in place, place 
anything with a hard, flat surface over 


the top of the mosaic and press down 
with firm, even pressure to seat the tiles 
more securely. Trim the edges of what- 
ever you have covered and bake for 

30 minutes. 


This trinket box, featuring micro tiles, was 
based on an embossed pattern made in the clay 
grout using a rubber stamp. These are only a 

few options to consider when creating mosaics 


with polymer clay. 


ECHNIQUE #2 

carving 

Srving is a fun way to create dimen- 
Sonal surface patterns in layered 
iymer clay. Carving is done with fine 


Eshaped Speedball® cutters. This is the 
ame tool that many secondary school 


f classes use in the creation of lino- 
Burn and wood block carvings. 

There are two basic methods for cre- 
fing carved clay. Both involve the use of 
me or more very thin (thinnest setting 
£the pasta machine) layers of clay over 
me thicker layer. 

Choose colors of clay with significant 
Sntrast. Adding a thin layer of white 
tween the top and bottom layers will 
elp the design pop more visibly. 


1 Select the uppermost color to carve 
through and roll out the clay on the thin- 
nest setting, Smooth this over a sheet 
of the base layer (to be revealed) using 
your finger. Apply the clay at one end 
and work your way down to the other to 
make sure that all air is pressed out as 
you layer the sheets 

If a middle layer of white is desired, 
start with this sheet first (rolled through 
the thinnest setting) and follow by add- 
ing the top sheet. Roll the layered sheets 
through the largest setting of the pasta 
machine. 


2 You now have two options for carving. 
The first option is to carve your clay 
before baking. It's helpful to use a design 
drawn onto tracing or parchment paper, 
as with the mosaic technique, and lightly 
cut through it to incise your design first. 
The other option is to bake the clay 
and carve afterward. Carving before bak- 
ing is easier. Only carve the basic outlines 
of the design, those that you want the 
underlying color to show through. 


3 surface carvings are more easily made 
by impressing a needle tool or a ball-tip 
stylus into the design first. 


Want a more challenging project? 
Braver souls can try frechanded carving 
with this technique. 


tip 

Using a larger blade or recarving through 
exposed lines after baking can expand the 
width or deepen ines, if desired. Reveal 
beautiful gradient or patterned carvings by 
using Skinner Blended or patterned sheets 
of clay for your underlying layers. 
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shapes Mat are dgnter and more Cnal- 
lenging than solid forms. While there ar 
other means of achieving hollow forms, 
this section is an introduction to using 
cutters to create two kinds of forms. 

The first types of forms have one 
domed and one flat side. I call these puf 
forms. We'll refer to the second variety, 
which have a domed shape on two 
opposing sides, as pillow forms. When 
pillow forms are made using circles, the 
are often referred to as “lentils.” 

These constructions can be used pri- 
marily as pendants, charms, or surface 
embellishments. They can be made in 
just about any shape you can find cutte1 
for. The amount of doming can be subtie 
or extreme, depending on the desired 
outcome. 

The clay sheets used can simply be 
in a solid color, or they can be marbled, 
stamped, Skinner Blended, embossed, o1 
Sutton Sliced. 
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Sheets of clay need to be slightly 
erger than the outer edges of which- 

er cutter you are working with. The 
Slay thickness is best set on the third- or 
h-thickest setting. Thicker sheets 
ail be difficult to work with when form- 
ag the dome shape, and thinner sheets 
an tear too easily, 


@ Place the cutter upside down on your 
ork/baking tile. Lay the sheet down 
er the sharp edge of the cutter. Gently 
press the clay down to seal it onto the 
Edges without cutting through the clay. 
arefully press the clay down in the cen- 
Er to form the dome. 
Continue smoothing the clay down 
ong the outer edges of the cutter to 
expand the dome shape until you get 
the desired concave depth. Do not over- 
tretch the clay, which may cause it to 
ear. If you notice the sides on the cutter 


edge beginning to tear, stop deepening 
e clay or use a lighter touch. 


2 Bake the clay in place on the cutter for 
20 minutes. Use a heat-protective mitt or 
pad for this step. When the cutter is very 
warm to the touch (not hot!), turn it right 
side up with the clay still in place. With 
the clay sitting on the tile, press the 
cutter down over the clay @. Use the 
oven mitt to apply very firm pressure 

so that the cutter goes through the 

clay. Depending on the thickness of the 
clay, this step may not cut all the way 
through. if that happens, just remove the 
cutter and cut through the score marks 
with a craft knife b. 


3 One other option for creating round, 
hollow shapes is to place circular-cut clay 
sheets over the top of regular incandescent 
(not halogen) light bulbs and bake. This 
creates a nice, subtle curvature in the 
clay for lower-profile pillows and puffs. 


TECHNIQUE #4 


Pillow Forms 


Two identically shaped clay domes are 
attached together to create hollow forms 
with dimension on both sides. To achieve 
matching edges, sand the bottom of each 
dome on 600-grit paper over a flat, firm 
surface until the edges meet perfectly. 
These halves can now be connected with 
bonder glue. A little touch-up sanding 
along the edges will give the sides a nice 
rounded finish. 

Sanding and matching edges can be 
very labor intensive. Another option for 
finishing the edges is to glue on a decora- 
tive border all the way around to con- 
ceal the seams (see bottom left photo). 
Possible treatments include textured 
or striped clay strips, overlapping cane 
slices, and foiled, molded, or rolled snake 
borders. This form was covered with a 
black clay strip and textured. 


TECHNIQUE #5 
Puff Forms 


Glue domed clay shapes over a flat sheet 
of polymer clay that is slightly larger 
than the form. Trim the excess clay from 
the edges with the craft knife and rebake. 

For jewelry applications, the puff can 
‘be mounted on another surface, or you 
can drill through the top or bottom or 
from side to side and thread wire or cord- 
ing through to hang. 
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TECHNIQUE #6 


Nontwist Suspension 
Method for Hanging 
Puff Forms 


1 Use round-nose pliers to bend one ent 
of a wire, headpin, or eyepin back and 
forth, making U- or S-shaped curves 


(20-gauge to 24-gauge dead-soft wire is 
recommended). All the bends should be 
parallel to one another so that the piece 
lies flat after shaping, Press the wire int 
the bottom foundation of clay so that it 
is embedded flush with the surface of 


the clay. 


2 Glue a ball of scrap clay down over th 
wire at any point that will be concealed 
by the puff top. Attach the puff to the 
base layer of clay with bonder glue. 


3 Trim the excess clay and bake. After 
baking, either sand the edges to finish 
or cover with a decorative border and 
rebake 


TECHNIQUE #7 
Flowers 


Forming flowers by hand is a wonderful 
Skill to have when the need for accents 
end embellishments is called for. You 
an create your flowers in any size, but 1 
Suggest you begin practicing larger con- 
Structions and get comfortable with the 
‘Concept before attempting very small 
‘Gowers. It's great that you can practice 
‘over and over with the same piece of clay. 
If you like this concept, consult the 
Internet and gardening books for inspira- 
fon in creating dimensional flowers, but 
Gon't be afraid to create imaginary flower 
constructions as well. 

As the formations tend to be delicate, 
Stronger and more resilient clays are 
Tecommended for the creation of flowers 
see POLYMER CLAY ESSENTIALS, 
chapter 1, page 6| 


TECHNIQUE #8 


Ribbon Roses 


This is a very Simple construction. For 
this technique, shorter lengths of clay are 
used to create rosebuds, whereas longer 
snakes of clay are used to create roses in 
full bloom. Making this fl 
as 1-2-3. 


ower is as easy 


1 Flatten a snake of clay between your 
fingers. Further flatten one edge by 
pinching it very thin between your fin- 
gers. This side will be the outer edges of 
the flower's petals. 


2 Roll the end of the snake in a spiral 
Keep winding the spiral to the desired 
number of rotations, pinching off any 
excess length with your fingers. 


3 Adjust the rose by pinching and bend- 
ing the edges to give your flower a more 
realistic look a. 

To finish off flowers for flat, surface 
applications, roll the base of the flower's 
stem between your fingers into a cone 
shape. Carefully slice underneath the 
flower with a clay blade to form a flat 
base. These can be attached to uncured 
or baked clay with bonder glue b. 


Roses can also be attached with 
bonder glue to floral wire. Add clay leaves 
for a more realistic effect and bake at the 
recommended time and temperature. 

It's handy to have several prebaked 
roses on hand for project embellishment. 
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tip 

The thinner the petals appear, the more 
realistic the results will be. This effect can 
be visible along the upper pinched edges, 
while the lower portion of the petals can 
remain thicker for added strength. 
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TECHNIQUE #9 
Layered Roses 


These formations offer a more realistic 
look than ribbon roses, yet they are still 
surprisingly simple to create. 


1 Start by forming a small ribbon rose- 
bud for the center. 


2 Flatten three to seven balls of clay into 
discs between your fingers. As with rib- 
bon roses, you'll want to pinch one side 
very thin to create the petal’s edge. 


3 Wrap the first petal around the rose- 
bud center. Pinch the outer edge together 
slightly in the center at the top and gen- 
tly roll the edge downward. Study photos 
of roses to see how the petals take this 
shape when in full bloom. 


4 Continue to add as many petals as 
you like, depending on the size and blos- 
soming stage you are looking to achieve. 
Pressing the petals inward toward the 
center will give the look of a rose that 
isn’t in full bloom. Wrap these at stag- 
gered intervals around the outside of the 
flower formation. Adjust each petal 
before adding the next. 


Now that you have some experience 
with making roses, move on to making 
them with Skinner Blended bull's-eye 
cane slices for a more complex effect. 
Another idea includes using a brush to 
dust the outer edges of the petals with 
mica pigment powder. 


Try your hand at other types of flow- 
ers. Clay cutters of different sizes and 
shapes can be helpful in the formation 
of other types of flower petals. 


TECHNIQUE #10 
Cutter Boxes 


Metal cookie and canapé cutters make 
great forms for creating small structures 
sr vessels. The concept is simple: Wrap 
lay around the outside of the cutter to 
Sreate the body of the box. 

To begin, select the cutter of your 
Phoice. When first making these types 
sf formations, choose simpler shapes 
ircles, ovals, squares, and rectangles are 
= good way to start) 

The conditioned sheets of clay should 
be fairly thick. The largest, second-larg- 
Est, or third-largest settings of a pasta 
machine are recommended. Thinner 
Settings can be too delicate, and the clay 
& prone to breakage when it's removed 
from the cutter. 

Determine the desired height of the 
Side walls for your vessel when cutting 
pour clay sheet. This may be limited, 


| tips 


+ Clay wrapped directly around metal is 
easier to remove if done while the clay and 
cutter are warm (not hot). Use light pres- 
sure all the way around when pushing the 
clay off the cutter. Ease the clay off slowly 
and gently, 


+ If the top edge isn’t straight all the way 
around after baking, dry-sand the edges on 
600-grit paper until it is level on all sides. 


based on the height of the cutter itself. 
Canapé cutters, which tend to be much 
taller than cookie cutters, are often a bet- 
ter choice for taller boxes. 

‘When working with simpler shapes, 
it’s possible to bake the clay directly 
on the cutter and remove after baking. 
However, wrapping a sheet of deli or 
parchment paper around the cutter first 
will create a nonstick barrier that makes 
removing the clay easier after curing. 


1 Prepare a strip of clay that is longer 
than the circumference of your cutter. 
Make sure that the bottom edge is cut 
straight. Wrap the clay around the cutter 
with the straight edge lined up against 
the bottom of the cutter. 


2 When the ends of the strip overlap, cut 
through the two layers with your blade 
at a 45-degree angle. Remove the excess 
ends of clay and smooth the angled 
edges together and blend until seamless 
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3 Trim the upper edge of the strip with 
the clay blade to adjust the height of the 
side walls and to ensure that the upper 
edge is straight. Bake the clay on the 
cutter for 30 minutes at the recommended. 
temperature. When cool, remove it from 
the cutter. 


4 Glue the cooled box frame down over 
a layer of clay rolled out on the largest 
setting of the pasta machine. Press the 
frame down gently to slightly embed the 
edges. Trim the excess clay and bake the 
box for 15 minutes. 


5 Use the cutter to cut out a piece of 
clay rolled through the largest setting of 
the pasta machine. Trim about ‘Ae in. of 
clay from the edges of the piece to make 
it slightly smaller. This will be the inner 
portion of the lid that holds the upper- 
most portion in place. 


6 Cut out a second piece with the cutter 
for the upper portion of the lid. Glue the 
inner clay shape to the center of the clay 
lid. Add a border treatment of your choosing 
along the edge. Bake for 25 minutes. 


tip 

Add a clay or decorative handle made from 
crystals or beads. The latter is easily attached 
with a head pin through a hole that can be 
made in the clay before or after baking. 
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tip 

Glue a decorative sn 
molded border arour 
base to conceal the: 
and enhance the fini 
appearance of your \ 


INIQUE #11 


tencil Frames 


is technique is a fun way to create 
borate, decorative frames that are 
ely to use just as they are for orna- 
Ents or other adornments, or they can 
backfilled with clay to get effects remi- 
ent of stained glass and enamel work. 
‘Look for stencils with openings large 
gh to use a craft knife with. The 
tern shouldn't be too busy or tiny. It’s 
5 helpful if the stencil doesn’t have 
Gremely thin lines between sections. 


{oll cut a sheet of the desired clay 
or slightly larger than the size of the 
= The thickness should be the largest, 
cond-largest, or third-largest setting 
Ethe pasta machine. Roll the clay down 
to a clean, smooth tile so that it 
theres well. Make sure there are no 
ile air pockets. 
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2 Press the stencil down over the clay 
firmly. Cut out the openings and remove 
the excess clay~You can fine-tune the 
edges by trimming the sides of the clay 
after baking. 


3 Bake the clay with the stencil in place 
for 30 minutes. When the clay and stencil 
are cool, carefully slide the blade in be- 
tween the two to separate them. Refine 
the surface by sanding to a matte or 
polished finish using wet-dry sandpaper. 
For polishing instructions | see POLYMER 
CLAY ESSENTIALS, chapier 1, page 19 |. 


4 To backfill the frame, press conditioned 
clay into the opening and carefully slice 
off the excess with a clay blade. Use care 
when adding more than one color so 

you don’t overlap these when filling the 
openings, as this can contaminate the 
other colors. 


| tip 
Use one color at atime when filling and bake 
the frame for 10 minutes. After cooling, 
add the second color and bake, repeating 
until all the areas are filled with the colors 


of your choice. This helps prevent contami- 
nating the other clay colors. 

Scraping the baked clay with the flat edge 
of a craft knife will easily remove any color 
that accidentally gets on the wrong areas. 
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\PTER TWELVE 


surface Treatments 


IS CHAPTER FOCUSES ON manipulations and superficial treat- TECHNIQUES 


clay. Basically, all ¢ Marbling 


snts for altering the appearance of poly: 


chniques for polymer clay can be considered su « Barber Pole Striping 


Other me 


ice the goal is to create a finished pie 
¢ Border Treatments 


idress manipulations that can influence unseen aspec 


e Stencil Gané 


Oject’s structure, but ultima 
© Silk Screening 


pects of your creations 


These are in addition to some treatments co  Granulars 


ed previously in 


eater depth, such as ‘Leaf and Foiling Effects’ inc 
ad techniques that are solely clay-based and others that take a 


jixed-media approach. 
seations, but they can also stand alone as the focal element of 


eur work. Enjoy mixing and matching these concepts with others 


pund in this book. 
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TECHNIQUE #1 
Marbling 


This technique offers an elegant finish to 
clay projects. It brings to mind decora- 
tive treatments for paper and fabric that 
date back centuries. Traditional marbling 
is a method of aqueous surface design 
whereby paint is floated on a solution, 
referred to as 
or fabric is dipped below the surface, the 
paint is pulled and swirled, and then the 


e" or “on water.” Paper 


paper or fabric is lifted to pick up the 
design 

While the process is different for 
polymer clay, marbling clay is incredibly 
simple, and the results are always beauti- 
fully mixed. Plus, marbling is a wonderful 
way to use scrap clay. 

Follow these guidelines to create mar- 
bled sheets of clay. 


* Twisting or folding snakes, chopped 
pieces, or scrap pieces of clay will cre- 


ate marbling, Twisting and folding can 
both be used (see the middle photo at 


left), but don’t overblend the clay or yc 
will end up with very little marbling 
and possibly a solid color. 


* Another option is to take a thick slice 
from compressed clay scraps, roll the 
slice into a snake, and twist before flat 
tening through the pasta machine (se« 
the bottom left photo at left). 


* Feathering is a popular look in marble 
treatments. Dragging lines into the 
clay’s surface and then smoothing it 
flat achieves this look, Use a tool with 
blunt point at the end, like a medium: 
to large-gauge knitting needle. Sharp 
points such as needle tools are too fin 
to effectively grab and smudge the cle 


* When dragging the lines in the surfac 
hold the tool almost parallel to the 
surface of the marbled clay. Slowly pu 
the tool across the surface in straight 
wavy lines to create your pattern, The 
goal is to pick up clay as you draw the 
tool across the surface and drag it to 
form lines. 


* To achieve the chevron feathered pat 
tern seen in the puff bead heart pen- 
dant in the top left photo, drag straigl 
vertical lines across the marbled clay 
sheet. Space the lines evenly apart. T. 
the clay sheet 180 degrees and drag 
vertical lines between the first rows 
made in the opposite direction (see tt 
bottom right photo at left). Flatten an 
smooth the clay sheet (adding a thick 
backing sheet of white clay if needed 


SCHNIQUE #2 


rber Pole Striping 


ating striped borders and edging adds 
touch of elegance to any project. This 
also be referred to as candy cane 
iping. 

A fairly small striped snake will create 
surprisingly large amount of length, 
nding on the diameter used. The 

ple shown here has a bit of added 
ir by using some strips made from 

iled clay. 


‘Use the lightest color in your chosen 
lette to make the base snake. Roll thin 
eets of the other clay colors (fifth- or 
largest setting of the pasta machine). 
t strips from these sheets and lay 

em lengthwise across the snake at 

ing intervals. Make sure to leave suf- 


Ecient room between the strips to allow 
e base color to show through. 


2 The technique is easy since it’s not 
ecessary to be perfect in creating the 
face lines. Play with pattern varia- 
ions. Placing strips of identical thickness 
t even intervals around the snake base 
ll produce a different look than placing 
em with variable spacing will. 

Using strips of varying thickness 
laced randomly around the snake 

ase will also result in a completely 
different look. 


3 Roll the snake to the desired length 

and diameter. The lines will appear dis- 
torted during this step. Don’t worry; the 
distortion will disappear when twisting 


the clay, In this example, foiled clay strips 


are used for one of the colors. 


A Uniform spacing between the twists is 
achieved by holding the clay at one end 
while slowly twisting the other end a 
small amount at a time. Work your way 
down the snake gradually as you twist. 

Do not hold the clay at both ends 
while twisting, as this will result in tight 
twists at the ends and wider rotations in 
the center. 

The striping can be further adjusted 


by spot-twisting where needed. Reversing 


the twist can widen the spaced intervals 
of your stripes. 


If necessary, lightly roll the snake after 


twisting to smooth out any ridges that 
form during this step. 
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| rolling tips 

| » Dedicated practice is needed to be able to 
roll snakes of uniform thickness. It's well 
worth the effort to develop your rolling 
abilities with clay. | have spent hours of 
practice doing this and now seldom use 
an extruder. Some techniques, such as 
striped snakes, cannot be achieved with a 
barrel extruder. 


* Most of us have problems rolling snakes 
because we use too much pressure with our 
fingers. Another problem is that we tend 
to roll with the heaviest pressure in our 
index finger. The pressure that is typically 
applied lessens as you move down to the 
middle, ring, and pinkie fingers. This results 
in raised ridges and lumps when the clay is 
rolled between fingers. A very light, even 
touch is all that is needed, along with the 
momentum created while rolling, to extend 
and reduce the clay. 


+ When your snake is the desired length and 
diameter, use your index finger to gently 
roll the thicker areas to a uniform diameter 
with the narrower areas of the snake. 


+ Rolling with a clear acrylic sheet or block 
can make snakes of uniform thicknesses. 
The snake can be rolled to the length of 
the acrylic piece you are working with but 
not longer, as the edge of the acrylic will 
emboss ridges into the clay. For the best 
results, hold the acrylic at both ends, which 
helps keep it more level. Using one hand to 
hold the block tends to roll the snake into 
a tapered shape. The diameter of the snake 
can be controlled by stacking even numbers 
of playing cards at each end of the block. 
The snake can only be reduced as thick as 
the cards are stacked in height. 
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TECHNIQUE #3 


Border Treatments 


Oftentimes, a project calls for simple 
edging or a narrow border to give it a fin- 
ished look, Smooth matte and polished 
borders are lovely but can be difficult to 
achieve due to handling the project when 
attaching clay. Of course, sanding and 
polishing are options for finishing baked 
clay, but this is sometimes too labor 
intensive. 

To get a finished quality for edging 
without investing the time and trouble of 
sanding and polishing, consider solid clay 
colors or foiled edging that is textured. 
Several areas within this book look at 
using coarse sandpaper as one means of 
quick finishing, which also hides finger- 


prints, surface imperfections, and seams. 

Another favorite treatment used in 
much of my work is “creping” The appear 
ance is similar to that of crepe paper. This 
is achieved by pouncing or pressing a 
needle tool against the clay edge back 
and forth in the same spot several times. 
This is continued until the entire edge is 
“creped.” The beauty of this method is 
that it’s not important to get perfectly 
spaced impressions. The organic quality 
of the texture can be the perfect finishing 
touch for many surfaces and border 
treatments you create. 


TECHNIQUE #4 


Stencil Gané 


This is a discovery I made while playing 
ncils designed for 


th small metal 


r embossing. I wanted small til 
letters on them and found that this 


d be created in a manner similar 
lokumé Gané | see MOKUM! 
6, page 72 |. Itcan be done v 


ith 
resulting 


med stencils as well. Th 


crisp, clean impressions with a 
tly raised surface. 


+t by rolling a sheet of the top clay 
hrough the thinnest setting of the 
a machine. Smooth this over a base 
of contrasting colored clay that's 
Been rolled through the largest setting of 
pasta machine. Cut the clay so it is 
tly larger than the area of the stencil 


g used 


ray a very generous amount of auto- 
ive protectant spray on the top clay 
er and spread with your finger. 


Sut the front of the stencil. Carefully slice 
e extruded clay off the surface using a 


blade. If the only color showing isn't 
ase layer, push the clay through a 


more and slice again. 


4 cently peel the clay off the back of the 
and you'll have your design. Trim 


nd use as desired 
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TECHNIQUE #5 
Silk Screening 


This is a method of printing that forces 
ink or paint through a blocked mesh de- 
sign onto fabric or paper. 

Typically, a rubber squeegee or a 
roller is used to deliver a design through 


the open areas of a mesh design. The 
negative areas are coated with a 


pen- 


etrable substance like a geLemulsion. Silk 
screening dates back about'1,000 years to 
the Song Dynasty of China, and it made 

its first 
century of becam: 
le through trade 


ppearance in Europe in the 16th 


Polymer clay pioneer Gwen Gibson is 
recognized for having popularized this 
technique for use on polymer clay. This 
method can be done using prepared 
screens available through Polymer Clay 
Express or customizable PhotoEZ 
screen print kits | see RESOURCE GUIDE, 
16 |. Custom or copyright-free 
black graphics and illustrations can be 


pa 


transferred onto PhotoEZ emulsion 
sheets and developed with sunlight and 


tap water. 


With proper care (refer to package 
ictions), silk screens can offer many 
of usability. 


repare cleaning supplies before you 
(a pan of clean, warm water with 

p of mild detergent). Place the silk 
1—emulsion (shiny) side down— 
smooth, flat clay. Gently burnish the 
sn onto the clay to seal the edges of 
open-weave design. 


ply a generous line of acrylic paint 
g one end of the screen. Quickly and 
ly pull the paint across with a squee- 
ora plastic card. Continue to move 
paint over the design until you see 

it it has been spread in through the 

sh openings. This step must be done 
$2 matter of seconds, as the paint dries 
quickly. 


ill the screen off the clay and place 
diately in the pan of water. Gently 
e.: fingers to rub the paint off 
— Dried paint will ruin the 
screen, so the sooner the screen is 
ed, the better! Lay the clean screen 
een a few sheets of paper towels and 
dot to remove the excess water. Dry flat. 
he screen should only be reused when 


bmpletely dry. 


E Allow the paint to dry before cut- 

ng, manipulating, or baking the clay. 
lepending on the use of your finished 
fece, sealing the clay with liquid polymer, 
sin, acrylic, or water-based Varathane is 
commended to protect the design | see 
INISHES, chapter 2, page 35 |. 


Silk Screen 
Design Ideas 


* Use multiple screens to apply a layered 
look with contrasting paint colors for 
backgrounds and foregrounds. The 
paint from a previous screen must be 
completely dry before adding secondary 
layered designs (see the photo at right). 


* Texture the clay areas around the 
painted design with a stylus or other 
tool before baking to add dimensional 
variety to your work. 


* The design can be left as a raised sur- 
face or rolled flat into the clay after dry- 
ing for a nondimensional effect. 


* Play with both metallic and solid colors 
for visual appeal in your creations. 
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TECHNIQUE #6 
Granulars 


Also known as inclusions, these can be 
any type of particle that can safely be 
baked when blended into or impressed 
onto the surface of polymer clay prior to 
baking. Some of the more popular inclu- 
sions include glitter and thermographic 
embossing powders, These can give clay 
varied finished effects from iridescent 
and metallic to stonelike or speckled 

| see the photos for CUTTER BOXES, 
chapter 11, page 135 |, 

Granulars work extrernely well in 
tinted and nontinted translucent clay, 
but don’t be afraid to experiment with 
opaque clay colors. Typically, larger 
amounts of material need to be added to 


nie 


solid-color clays than to translucent vari- 
eties in order to be visible after baking. 
When working with glitter, keep in 
mind that some types may not bake 
well. Large-flake economy glitter may 
actually dull or lose color during baking. 
Determine the finished effect by test- 
baking a small amount in your clay be- 
fore you begin a project. Art Glitter works 
very well in polymer clay and comes in 
an amazing array of colors and effects 
| see RESOURCE GUIDE, page 216 | 


EMBOSSING POWDERS 

Embossing powéers (the type used with 
rubber stamp crafting) melt when baked. 
in polymer clay. When well blended into 
clay, the effect is one of fine speckling on 
the surface, Some powders will have a 
matte finish, while others will be glossy. 

Embossing powders may be solid 
colors or coated. Solid colors will retain 
the color after melting, but the coated 
type may be an entirely different color 
after baking than the color you mixed 
into the clay. Typically, the color of coated 
powders will end up being white or a 
lightly tinted shade of the original color 
after baking. 

Test-bake embossing powder in a 
small amount of clay to see what the 
finished result will be before blend- 
ing into larger amounts of clay. The left 
photo on the facing page shows the look 
of light blue embossing powder mixed 
into a disc of blue clay. The bottom disc 
in the same photo shows the effects 
after baking. Notice the powder has 


“Sioomed” to white, indicating that this is 


coated powder. 


and-mixing is always recommended 
When adding granular materials into 
sour clay. You run the risk of contami- 
Rating or damaging your pasta machine 
Swhen using it to blend inclusions into 
lay. Start with a small amount of the 
aterial and add more gradually, if 
Beeded, to achieve the material satura- 


n desired. 


Other inclusions to consider are organic 
and found materials including, but not 


mited to, spices, coffee, ground incense, 
Gried herbs, pepper flakes, sand, and 
candy decorations. Adding many of these 


types of materials is a great way to create 


faux stone effects. 

Keep in mind that large particles or 
large amounts of granulars can affect 
baked surface, resulting in texture, 
regardless of how well they are mixed 
into the clay. This can be a desirable look, 
but a second baking with a layer of liquid 
clay or the addition of a resin coat can 
atten the surface when required, 


As with the recommendation for 
making color “chip charts,” | see POLYMER 
CLAY ESSENTIALS, chapter 1, page 18 | 
you can make these discs with inclusions 
for future reference. Use a needle tool to 
etch the name of the material mixed into 
the clay and the type of clay on the back 
of the chip before baking. 


FIBERS 
Fibers are another type of inclusion that 
can be mixed or added to clay surfaces. 
These can be fine yarns or threads in 
long or cut strands. A beautiful mate- 
rial to use with polymer clay is Angelina 
er. This is an incredibly fine material 
that is highly light reflective. Varieties 
of this material include metallic, holo- 
graphic, and iridescent effects (see the 
top right photo above) 

Small amounts of the material can be 
blended into clay by kneading. Another 
option is to spread a pinch of this feath- 


erweight material between two nonstick 
ironing sheets and iron on the cotton 
setting for a few seconds to flatten 


Do not overheat, as the material can 
burn very quickly, causing it to lose its 
light-reflective qualities, Sealing with 
liquid clay, resin, or a clay-safe varnish 
should protect Angelina Fiber on the 
surface of clay. A layer of Angelina Fiber 
can be seen underneath this clay-framed 
image transfer that is set under a coating 
of UV resin (see the photo directly above) 
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-inishing Touches 
and Final Thoughts 


3ASED ON THE MATERIAL INCLUDED in this book, along with all the 
yotential variations and manipulations of common clay knowledge, 
could have expanded on polymer clay concepts indefinitely! If only 
had a few thousand more pages... 

The evolution of the polymer clay medium is still in its early 
stages. The future for this amazing material is bound to hold many 
nore surprises. | have been privileged to play in clay long enough 
‘o see it run the gamut froma children’s toy and hobby material toa 
ecognized fine-art medium in world-renowned museums. It’s excit- 
ng to see polymer clay come into its own. 

| always say, ‘It’s not the medium, but what you do with it that makes 
tart” Inthe end, how the medium is regarded is not as important 
3 what it brings to your life. It is my hope that you have found this 
900k helpful and inspiring. 

This chapter is devoted to a few ideas 


and techniques that will help round 
out your projects. After all, it’s all in 


3y now you have realized that no single 
lay technique or concept need stand 
slone. The fun is in combining ideas 
2nd techniques to explore your own the details! 
reative voice. 


TECHNIQUES 
¢ Scrap Clay 


¢ Additional Thoughts 
on Molding 


¢ Leafing Pens 

¢ Suspending Clay 
* Tube Attachments 
* Fold-Over Bails 


* Connecting Pieces 
to Jump Rings 


° Fancy or 
Coil-Wrapped Loops 
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TECHNIQUE #1 
Scrap Clay 


When polymer clay remnants can be 
blended into a desirable color, this is 
not considered scrap clay. Scrap refers 
to mixed bits of clay (sometimes with 
inclusions, foil, leaf, or paint) that, when 
blended, become a muddy or gray color. 

Those who have the clay bug in a 
serious way tend to accumulate pounds 
and pounds of scrap clay. Various sec- 
tions of this book, have touched on 
techniques (junk cane and marbling) 
for utilizing scrap clay decoratively | see 
MILLEFIORI CANING, chapter 4, page 44 
and SURFACE TREATMENTS, chapter 12, 
page 138 | 

Compressed blocks of scrap clay 
also lend themselves to the techniques 
found in | MOKUME GANE, chapter 6, 
page 72.| 

Also consider that scrap clay is great 
for using for the base of beads, in molded 
pieces, or as armature in sculptural or 
structural work. Don't forget that it is 
ideal for extending and expanding clay 
sheets and veneers, making your clay 
endeavors that much more affordable. 

Scrap clay can be used as the founda- 
tion for foiled borders, However, it can be 
difficult, if not impossible, to adhere foil 
to round or rolled clay surfaces. The trick 
to using foil or leafing with clay is to cre- 
ate very thin veneers using the smallest 
settings of the pasta machine to create 
the foiled sheet that will be visible. 


1 Apply the selected surface treatment as 
instructed to these thin sheets and attach 
to the junk clay base of your project. 


2 Roll a junk clay snake to press into a 
border mold. The snake is laid over the 
thin, foiled clay strip and pressed into the 
mold cavity. Since the back of the border 
won't be visible, scrap is the ideal appli- 
cation for creating accents like these. 


3 The excess clay is shaved from the flat 
surface of the mold, 


4 The clay is gently eased out of the 
mold by the tail ends. Typically, foil, leaf, 
or embossing powder applied to polymer 
clay before molding or stamping acts as @ 
resist agent when releasing the clay a. 
The results can be quite striking b. 


<<< 


HNIQUE #2 
ditional Thoughts 
Molding 


, mica pigment powder is applied 

e entire surface of clay shaped for 
sing into a mold made from scrap 

and a metal stamping. 


3 recommended that you mix scrap 
until it is a solid color when creating 
is. This makes it easier to see if you 
filled the mold properly. 


jis shows the different effects 

eved when clay is molded using (top 
(0 right) mica powder applied over 
ntire clay surface before molding, 

| powder applied to the raised sur- 
after molding, leaf applied before 
jing, and foil applied before molding. 
etal stampings can be used as 

js. Unlike polymer clay molds, the 
can be baked inside. Many of the 
ipings in my collection are vintage 
one-of-a-kind. I like to make dupli- 
s using scrap clay so that I don’t risk 
aging the original, and this allows 

‘0 make several for use in workshops. 


st as antiquing stamped clay can 
strikingly bold visual results, the 
e can be said of antiquing molded 
Here Rub 'n Buff®, a wax-based 


1a that comes in 20 colors and finishes, 


is buffed onto the raised surface of these 
baked molded-clay pieces, These were 
made using a glass intaglio, which is 
quite small. The treatment highlights the 
fine details of the pieces. 


The molded face in the photo at right 
is yet another example of how antiquing 
faux ivory brings out the realistic qualities 
of the technique | see FAUX IVORY, chap- 
ter 9, page 106 |. 
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TECHNIQUE #3 


Leafing Pens 


These markers come in metallic colors 
and deliver an opaque paint that is com- 
patible with baked clay. These, along with 
permanent marking pens, are ideal for 
accenting or finishing edges on polymer 
clay work (see the photo below) 


TECHNIQUE #4 


Suspending Clay 


The method for nontwist suspension is 
a sandwich process for embedding wire, 
eye pins, or head pins inside of clay 
assemblies for the purpose of hanging 
‘This technique eliminates the need for 
making stringing channels prior to curing 
or drilling through thin layers of clay 
after baking. Instructions for this 
technique can be found in | HOLLOW 
pter 11, page 130 | and 
NDED CRYSTAL PENDANT, 


chapter 14, page 160 |. 
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TECHNIQUE #5 
Tube Attachments 


Flat coil or clay sheets can be formed 
around a metal mandrel (knitting needle) 
and baked prior to attachment toa 
polymer clay focal piece. This becomes 


the means of stringing or suspending the 
clay (see the photos below and on the 
facing page). 

‘The size of the mandrel (do not use 
wood) determines the size of the hole 


opening, For larger cording, use larger 
mandrels. The thickness of the clay 
sheeting used (or diameter of the clay 
snake) determines not only the outer fin- 
ished diameter, but also the strength of 
the tube. 

Thick to medium-thick clay sheets are 
recommended for most tube bails. Clay 
snake diameters from Vie in. to ¥s in. are 
suggested, but don't hesitate to create 
larger or smaller diameter tubes or coils 
depending on your needs. 


2 When creating tubes, cut the sheet 
Edges at 45-degree angles so they abut 
more cleanly around the mandrel. 


2 oll the sheet around the mandrel and 
foll lightly over the work tile to meld and 
Blend the seam. 


3 Trim the desired length of your tube(s) 
with a clay blade while on the mandrel 


@ Bake the tubes while suspended on a 
Box or bead rack to prevent a flat side 
from forming 


5 When the clay is cool, it can be gently 
twisted on the mandrel to loosen; then 
slide it off. 


6 Attach suspension tubes/coils to 
uncured clay with a dab of bonder glue 


7 When the glue has set, brush liquid 
clay on both sides of the attachment to 
strengthen the connection and bake for 
at least 25 minutes. For added strength, 
tiny snakes of clay can be added after 
baking between the attachment and the 


clay focal piece and rebaked. 


* Make sure the diameter of the snake is as 
uniform as possible. 


Coil the clay tightly so that no gaps appear. 


+ Heat-set coils for 10 minutes on a sus- 
pended mandrel. 


After the coil has cooled from heat-setting, 
brush liquid clay all around and into the 
crevices to strengthen the coil (see the 
photo below). Bake again for 25 minutes. 


«Make the coil longer than needed. Trim it to 
the desired size after baking. 
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glued to the front and back of a clay focal 
piece as a suspension method. The strip is 


ded over a bakeable mandrel to hold the 


bail open and define the shape. The clay 


should be fairly thick to ensure finished 


strength. Again, as with tube/coil connec- 
tions, the diameter of the mandrel will 


determ: 
Aft 
drel is gently twisted to loosen and then 


ine the size of your bail opening. 


r baking and cooling, the man- 


pulled free from the clay. 
Have fun creating a variety of fold- 
over bails. They can be simple or ornate 


and kept matte or polished smooth. Try 


adding decorative flair with foils, crystals, 


or other embellishments. 


Findings 
A variety of pin or bail attachments can 
be found in craft and bead stores for 


attaching to clay. These should not only 


baked again (see the left photo below). 


Jewelry Basics 


Making basic jewelry is a skill set that 
everyone who creates should have, even 
if you don't create jewelry with clay. 
You may find that these concepts will 
lend themselves to other ways of add- 
ing embellishment to your work. These 
techniques come easily with a little bit of 
practice. I suggest you start working with 
inexpensive wire and components until 
you feel comfortable with the concepts. 

While having the best tools isn't abso- 
lutely necessary, it's not wise to scrimp 
too much on these. The old adage “you 
get what you pay for” is never truer than 
with jewelry tools. Good tools should 
have a comfortable grip, uniform jaws, 
and close fittings when closed. 

It's a good idea to have separate cut- 
ters for fine- and heavier-gauge wires. 
Nippers meant for delicate wirework can 


4 aii 


be easily damaged when cutting heavier 
gauges of wire. Most high-quality tools 
will last you a lifetime if used and stored 
properly, but cutters need to be changed 
from time to time. While the edges can 
be sharpened, this can be tricky. If notch- 
ing appears in the blade edge, it’s time to 
get new cutters. 

It’s also a good idea to get a wire 
gauge to determine the size of unidenti- 
fied wire. The larger the gauge, the finer 
the wire. For example, while 16-gauge 
wire is a small number as gauges go, the 
wire itself is quite large in diameter and 
strong, On the other hand, 32-gauge wire 
is very fine and has the consistency of 
coarse hair (see the bottom right photo 
on the facing page). 

Wire is also designated by hardnesses 
of dead soft (the softest), half-hard, or 
hard, Hammering or pulling through 
a drawplate can harden softer wire. 
Annealing (heating) can soften hard wire. 
Consult metal jewelry-making books and 
resources for more information on these 
concepts, 


Working with 

Jump Rings 

Jump rings are the tiny metal loops 
that are used as connectors in jewelry 
making. 

The proper way to open and close a 
jump ring is to twist the ends apart on 
the same plane using two grooveless 
pairs of pliers. 


Do not open by pulling the ends apart. 


This will not only distort the shape of the 
jump ring, but weaken the metal as well. 


A tight, nearly invisible closure is 
always desired when working with jump 
rings. When twisting the ends of the ring 
back toward one another, apply a little in- 
ward pressure so that the opening over- 
laps slightly. This will put some tension 
in the wire. 

Gently draw back one end with pliers 
and pull parallel with the other end until 
the ends are directly across from one an- 
other. You may even feel the wire “click” 
into place, Wire has a memory, and the 
tension caused by “overclosing" will help 
hold the jump ring tightly closed. Be sure 
to check the position of the ends both 
from the front and the top to make sure 
they are properly aligned. 


Forming an Eye Pin 

Eye pins can be purchased, but they are 
very easy to make. Half-hard wire is 
typically the best to work with for making 
eye pins. The desired gauge depends on 
how strong the wire end needs to be. 

For a standard loop, bend the wire 
back at a 90-degree angle using pliers. 
‘Trim the length of the wire to % in. long 
for a very small loop, ¥ in. long for an av- 
erage loop, or ¥ in. long for a large loop. 

You may wish to suspend your piece 
without the use of a jump ring. If so, 
the bend should be made from front to 
back so the “eye” or loop appears invis- 
ible from the front of whatever you are 
suspending. This often means making 
a larger loop in order to pass a chain or 
cord through. 
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TECHNIQUE #7 


Connecting Pieces 
to Jump Rings 


If you wish to connect your crystal, bead, 
or clay piece using a jump ring, you 
should bend the wire to the right or left 
side, parallel with the plane of your piece 
so that the loop or eye appears open from 
the front. 


1 Once the wire is bent at 90 degrees and 
trimmed to the desired length, grasp the 
wire end between the jaws of round-nose 
pliers. The place at which you grasp the 
wire when forming the loop is important. 
The point you are starting from should be 
the same distance inward from the tips 


of the pliers as the length of the wire 
you are bending. For instance, if you 

are making an eye using a bent section 
trimmed to % in. long, you should grasp 
the wire end between the pliers’ jaws 
¥ in. in from the end of the pliers’ tip. 


2 While holding the wire firmly, rotate 
the pliers one-half turn. Remove the pli- 
ers, reposition them and your hand, and 
complete the loop with a second half-tum, 


3 The example at left in the photo below 
shows a properly formed eye pin. It shoul 
look like a balloon floating on a string. 
The example on the right is incorrectly 
formed. This was caused by not bending 
the wire at 90 degrees before turning 
around the jaw of the round-nose pliers. 


A fancy or coiled wrap makes the most 
ecure loop possible without soldering. It 
also provides an elegant decorative finish 
your hand-connected components. 


When forming a coiled loop on wire 
coming out of clay ora bead, grasp the 
vire firmly at the end of the clay or 
bead. This length (approximately ¥ in.) 
becomes the stem around which the 

ire is wrapped. Bend the wire above the 
plier jaw at a 90 degree angle. An ideal 
oil will wrap around one-and-a-half to 
three times before needing to be cut. Do 
pot make the coil too long, as this can 
eate a weak spot in your wire. Longer 
ormations are more prone to bending. 
tepeated bending will work-harden the 
ire, making it brittle, 


Rotate the pliers upward with a quar- 
er tum of your wrist. Pull the wire end 
ep, around, and over the top jaw of the 
pliers to form a hook-shaped partial loop. 
Remember the point at which you 
grasp and wrap the wire between the 

ws, as it will determine the size of your 
Gnished loop. Since round-nose pliers are 
spered, the farther away from the tips 

ou grasp the wire to make your loop, the 
arger it will be. The loop should now look 
e a shepherd's crook. 


3 Rotate the pliers one half turn with 
your wrist, so that the bottom jaw is now 
on the top. Wrap the wire around the jaw 
that is now on the bottom. This will com- 
plete the loop. Hold the wire steady with 
the pliers in the loop. 


4 Using your hands or another pair of 
pliers, wrap the wire end around the 
stem formed in Step 1. You will be able to 
make one-and-a-half to three rotations 
around the wire stem. Make rotations 
nice and tight. 

Gaps in coils are unsightly, When you 
have wrapped as far as you can, pull the 
wire out slightly and cut on a diagonal 
using wire cutters. Use fine-tip pliers to 
bend or tuck the end in against the stem 
as far as possible. File the end if itis still 
rough to the touch. 
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HAPTER FOURTEEN 


Projects to Make 


THIS CHAPTER, YOU WILL FIND SIX PROJECTS of varying degrees of 
complexity and challenge. My wish is that you find one or more of 
hem intriguing enough to try your hand at. I've attempted to include 
ideas that can be used a number of ways. 

For instance, the concepts used in the Sutton Slice “About Face” 
Case can be applied to a variety of projects, including the embel- 
lishment of journal covers, boxes, and such. Also, consider the many 
options at hand for altering the finished look of these or any works 
you create, whether a change in color palette, pattern, or surface 
technique. 

The important thing is to find your own progress toward artistic mastery. Most 
creative “voice” as you enjoy the process, of all, remember this is about getting 


but remember that imitation is a won- in touch with your inner artist and 
derful way to hone your skills as you having fun! 


PROJECTS 


° Suspended 
Crystal Pendant 
Magic Mirror: Millefiori- 
Tiled Surfaces Using 
Cane Remnants 
¢ Swirly Whirly Faux 
Art Glass Bracelet 
Faux Dichroic Shield 
Pendant 
¢ Image Transfer 
Inro Amulet 


Sutton Slice 
“About Face” Case 


| 159 


PROJECT 


Suspended 


Crystal Pendant 


MATERIALS NEEDED 


Polymer clay in Raspberry, White, 
and Black 


Clay-dedicated pasta machine 
2 clay blades 
Ball-tip stylus 


Symmetrical/oblong canapé cutter (oval, 


football/marquis, or diamond shape) 


1 CRYSTALLIZED-Swarovski Elements 
21-mm by 7-mm Princess Baguette, 
Tanzanite 


4-in, by 4-in. smooth ceramic work/ 
baking tile 


Craft knife 
Large knitting needle 

Eyepin 

Flat-nose pliers 

28-gauge silver wire 

22-gauge silver wire 

‘Two-part, five-minute setting epoxy 
Lisa Pavelka Poly Bonder glue 
Acrylic roller 

Coffee straw 


2 CRYSTALLIZED-Swarovski Elements 
Swarovski PP18 Crystal Chatons 


Coarse sandpaper 
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to Raspberry, and reduce it to 1 in. in 
.-think slice from the 
cane and roll through the third-largest 
setting of the pasta machine. Stipple the 
th a ball-tip stylus. 


stoneinto the center 


bagu 
to create a depression setting. 
he cutter over the clay and cut 


out the shape, removing the excess clay. 


ACKGRI 


OUND that showcases a focal 


making varied versions of this 


3 Mark notches along the sides of the 
piece using the tip of the knitting needle. 
This marks the placement of the wire | 
coils being added in later steps. There 
should be a total of four notches, as 
shown. Make the marks approximately 
one-third of the way down from the top 
and bottom ends of the crystal. 

Bake the piece for 10 to 15 minutes in 
a preheated oven at the recommended 
temperature (use a thermometer) for 
10 minutes. 


Awhile the pendant front is baking, roll 
‘out black clay on the largest setting of 

the pasta machine and cut out the same 
Shape with the cutter used in Step 2. 


5 To create the suspension wire, hold an 
eye pin with the hole facing away from 
you. Make wavy bends in the pin wire. 
Press the bent length into the top of the 
Black clay cutout with the eye of the pin 
overhanging the edge. Leave ¥ in. of the 


suspension wire under the “eye” extended 
beyond the clay’s edge. This is where the 
Striped border will fit in a later step. Make 
sure the wire is pressed all the way into 


the clay so it lies flush with the surface. 


6 Coil the 28-gauge wire around two 
2-in.-long pieces of 22-gauge wire. Each 
coil length should measure about %4 in.; 
it should be long enough to cover the 
crystal and most of the clay width. 


7 When the top piece of the pendant has 
cooled, gently pry the crystal loose and 
reattach it using the epoxy. When the 
glue has set, wrap the wire coils over the 


crystal and bend the ends around 


edges, along the not 
Fold the 
of the clay 


ein Step 3. 


ends 


against the back 


Apply clay 
the back of the pendan 
aa 

Trim excess black 


bonder glue over 


top and press 


into the black base. 


ith the 
craft knife. Bake the piece again for 
10 minutes. 


note 


Do not cut the 22-gauge wire that the thin- 
ner wire is wrapped around, This excess 
length will be used to wrap around the top 
layer of the necklace. 
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| tip 

| When adding the crystals in step 13, makea 
smail hole in the center first, using aneedle 
tool or toothpick to create arecess where 
the crystal can be more easily seated in 
the clay. Crystals should be pressed deeply 
enough so that the clay rises up and over the 
edge to form a natural bezel edge. Bake the 
pendant one last time for 30 minutes. 
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8 Roll a small section of a black-to-white 
Skinner Blend bull’s-eye cane to % in. 

in diameter. Pinch into a teardrop shape 
and cut four slices from the cane (flip 
the cane over after each slice to help 
maintain the teardrop shape). Glue these 


with the tips facing inward over the sides 
of the pendant to conceal and embellish 
the wires along the edges. 


9 Trim any overhanging clay from the 
teardrops away from the pendant'’s edge 
using the clay blade. 


10 While the clay is bakin 


black-and-white-striped loaf by stacking 
two 2-in. by 2-in. sheets o: 


f clay over one 


another. Run these combined sheets 
through the largest setting of the pasta 
machine. Cut in quarters and stack with 
alternating strips. Cut this stack in half 
and restack. 


11 Cut two slices from the stack with 
a sharp, clean clay blade. Lay each slice 
(with stripes alternating) over a thin 


strip of black clay rolled out on the fifth- 
largest setting of the pasta machine. Roll 
the striped strip through the second- 
largest setting of the pasta machine with 
the stripes facing up (vertically). Trim the 
uneven edges and cut the strip in half 
lengthwise to create two striped strips. 


12 When the pendant has cooled, glue 
the strips on either side with clay bonder 
Trim excess clay from the top and 
bottom surfaces with the clay blade. 


13 Punch out two small circles of black 
clay from a sheet rolled through the 
largest setting of the pasta machine 
using a 1-in.-long piece cut from a coffee 
straw. Apply each ball to the top and 
bottom sections of the pendant using 
bonder glue, pressing slightly flat with 
your fingertip. Place a chaton crystal ov 
the center of each ball and press into 
the clay. 


inishing the Piece 


he personal philosophy that I share 
the differ- 


nce between an artist and a crafter 


ith all my students is tha’ 


; the quality of your finishing. Even if 

0 one ever sees the back of your work 
esides you, you'll achieve greater satis- 
action from your creative effects if you 
nish all aspects of your work. I finish the 
ack of most jewelry pieces by gluing a 
hin layer of black clay over the back (run 


ough the fifth- or sixth-largest setting 


f 


asta machine). 


I texture this piece to hide any mar- 
ing, fingerprints, or nicks and to give it 
ome character. Stipple with a stylus or 
ress a texture sheet or coarse sandpaper 


er the clay, Trim the excess clay after 
exturing. Rebake th 
Another advantage to applying a 


lay layer to the backing is that it will 


e piece for 15 minutes. 


amouflage any gaps or distorted edges 
r borders that may have been added to 
our work. I even add black clay to ster- 
ing and fine silver settings to prevent 


the black tarnish marks that can be left 
against skin while being worn. 
I don’t recommend using other colors 


or cane slices since they will become dis- 
colored over time due to rubbing against 
skin or fabric. Black will always remain 
clean looking. 
Notice the differ 
ing can make to the finished quality of 


ice an added back- 


this piece. 
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pnoyEct 
Magic Mirror: 
Millefiori-Tiled 
Surfaces 
Using Cane 
Remnants 


MATERIALS NEEDED 
3 to 5 cane ends, 1 in. long 

Clay blade 

Acrylic roller 

Craft knife 

Clay-dedicated pasta machine 
Lisa Pavelka Poly Bonder glue 
Pillbox or other small tin 


1 CRYSTALLIZED-Swarovski Elements 
Flatback 1055 Crystal 


Tweezers 


Needle tool or coffee stirrer 


IT’S EASY TO CREATE A VARIETY OF COMPLEX CANES using 
cane remnants from other projects. There are endless pos 


sibilities for intricate pat 


rns using a few simple manipu= 


lations or random ass 


lies. This project uses cane slice 
to caver a pillbox. You can make quick and easy treasure 


using all types of containers. 


One of my favorites is empty candy and mint tins, but 


don't stop there! Cr 


te tiled cane veneers for projects an 
suffaces including light-switch plates, jewelry settings. 


beads, and more 
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\ssemble the cane ends in any random 
hion. Note how the pink and white 
nner Blend cane was cut into sections. 
1'll get interesting pattern variations 
cutting and/or reshaping the cane 

is you select. 

Make sure the cane ends you 

ose to create the mirror cane have 
nificant contrast from light to dark 

ors between them. 

Also avoid using too many cane ends 
those that have very busy patterns. 

) many fine details or lack of contrast 
1 result in finished canes that are 
iistinct or muddied in appearance. 


compress the canes together and form 
o a triangular shape. Refine with your 


gers as you squeeze and stretch during 


» compression/reduction process. 
cane reduction tips | see CANE 
DUCTION, chapter 4, page 49 |. Reduce 
d elongate to 4in. 


3 Cut off the distorted ends and 
assemble the ends together with two 
sides mirroring one another. Just as 

with Kaleidoscope Caning, the sides you 
mirror will determine the type of pattern 
that is created. Making canes using larger 
components will allow you to create 
multiple variations of the same cane and 
explore a multitude of patterns that can 
be made from the same components. 


AThe cane assembly will now have a 
diamond shape. Compress the elongated 
ends in toward one another using your 
fingers as shown to create a square shape. 
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tip 

Using a roller is preferred over a pasta 
machine to smooth and flatten millefiori 
veneers, as it is easier to prevent distortion 
while the clay stretches. The pasta machine 
does not allow for controlled stretching. 
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5 Flatten the square cane on one side 
and reshape and compress the entire 
length into a triangle cane again. As with 
Step 3, the side that is triangulated will 
affect the type of pattern that is created 
There is no right or wrong side to select. 
This is one of the more playful aspects 
of working with polymer clay: Whichever 
one you choose will result in an exciting 
pattern. The mystery lies in what will be 
revealed by the direction you choose. 


6 Cut the cane in half and assemble 
again with two sides mirroring one 
another as in Step 3. 


7 Use your fingers and the acrylic roller 
to reduce the cane and refine it into a 
crisp square about 4% in. long. Cut off 
the distorted ends and cut the length 


into quarters. Assemble the quarters into 
a square cane that allows four identical 
sides to mirror one another. Here are two 
variations made by mirroring different 
comers in at the center. 


8 Cut four thin slices (As in. thick) and 
lay them over a piece of white clay, rolled 
through the fifth-largest setting of the 
pasta machine. The edges of these slices 
should also mirror one another and be 
butted up against one another as closely 
as possible. Roll the slices together to 
meld them using the acrylic roller. 


9 Glue to the surface of the pillbox using 
clay bonder. Trim the excess clay from 
the edges with the craft knife, Bake the 
box at the recommended temperature for 
10 minutes to set the clay. 


VARIATION 
Sometimes the center corners of tiled 


cane slices don’t meet up as cleanly as 
you might like, or the stretching process 
creates significant distortion of the pat 
tern in the middle. Adding a flatback 
crystal pressed into a tiny ball of clay 
where these corners meet is not only a 
nice way to accent your work, but it also 
works to camouflage these areas. 


10 Roll out black clay (or another 
complementary clay color) on the fourth- 
largest setting of the pasta machine. 

Cut the clay into four strips slightly 
wider and longer than each side of the 
container you are covering. Glue these to 
the sides one at a time with bonder glue 
and trim the edges with the clay blade. 


ARO 


Sy? 


Py 


‘a 
mil nid 


11 Texture the sides of the box for 

a more finished appearance, | used a 
technique I call “creping” on the edge. 

To create the look of creped fabric, press 
a needle tool or coffee stirrer vertically 
into the clay repeatedly. Retrim to remove 
any clay that spreads out over the edges 
during texturing. Bake the box one final 
time for 25 minutes. 
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Swirly Whirly 
Faux Art Glass 
Bracelet 


MATERIALS NEEDED 


Polymer clay in Sahara, Sunflower Yellow, 
Copper, Mandarin Orange, White, 
Black, and Caramel 


Acrylic roller 
Clay-dedicated pasta machine 
Clay blade 

Very coarse sandpaper 

Lisa Pavelka Oval Bracelet Finding 
Large Kemper Oval Clay Cutter 
Emery file 

Lisa Pavelka Poly Bonder glue 
Toothpick 


Small butane torch 
(or other direct heat source) 


Optional: UV cure lamp 
Two-part, five-minute setting epoxy 


ee 


USE A MIRRORED GRADIENT LOAF TO CREATE FINE STRIPS, which are formed 
into whimsical swirls. This is the basis for a panel bracelet that looks amazingly 
like blown art glass, This deceptively simple project is the ideal activity for an 
afternoon or evening of creative fun, whether you're making a single project for 
yourself, for a gift, or to sell 

The bracelet finding canbe separated for use as single- or multiple-panel 


pendants or as earring backings. UV resin adds the piéce de résistance that gives 


the amazingly realistic look of glass 
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ISCELES TRIANGLE RIGHT TRIANGLE 
1 Create five different-colored triangles 
using any clay colors except White and 
Black. Three of the triangles should be 
Msosceles triangles and two should be 
tight triangles with a blunted tip. When 
preparing the clay for the templates, 
oll out each color on the largest setting 
‘of the pasta machine and stack double 
Tayers for each color. Turn the sheet into 
2 gradient loaf | see GRADIENT LOAVES, 
chapter 3, page 43 | 


2 Make an accordion-folded loaf from 
the sheets following the directions for 
this technique (also on page 43). 


A ye al 


3 Compress the loaf slightly to compact 
it using your hand or a few firm passes 
with an acrylic roller. Cut the loaf in half 
through the middle and stack with two 
identical colors mirroring one another. 
Recompress these together once again 
as before. 
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4 Cut a %-in.-thick slice. 


5 Roll this through the largest setting of 
the pasta machine with the stripes facing 
vertically, or upward. 


6 Tum the slice so the stripes are facing 
horizontally and thin it by passing it 
through the second-largest setting of 
the pasta machine. Repeat this, passing 
the strip in the same direction through 
the third- to sixth-largest settings of the 
pasta machine. 


7 Make six 1-in. by 1-in. black clay 
squares from a sheet rolled through the 
fifth-largest setting of the pasta machine, 
Cut six thin, tapered strips of clay from 
the gradient sheet. Apply each strip to 
the clay squares by pressing the narrow 
end of a strip down over the center of the 
black clay to secure the tip-Coil the strip 
around to form a gradient Swirl. Make 
sure that there is black clay showing 
through the rotations. 


8 Press the sandpaper down repeatedly 
over the raised coils to texture. Do not 
use too much pressure while texturing to 
avoid overflattening the clay swirls. Cut 
out the ovals with the clay cutter. Bake 
the ovals for 20 minutes in a preheated 
oven at the recommended temperature. 
If needed, smooth the edges of the baked 
ovals with an emery file after baking, 


9 Pour a thick dollop of Lisa Pavelka Poly 
Bonder glue on the center of the cooled 
clay ovals and spread out toward the 
edges using a needle tool or toothpick. 
Remove air bubbles by passing a direct 
heat source over the poly bonder glue 
for a few seconds and cure outdoors in 
direct sunlight or under a UV cure lamp 
for 10 to 15 minutes, following product 
directions. When the poly bonder glue is 
cured, glue the clay ovals to the bracelet 
finding with epoxy. 


Swirly Whirly Faux Art Glass Br 


| PROJECT 
| Faux Dichroic 
Shield Pendant 


MATERIALS NEEDED 
Polymer clay in Black 

Craft knife 

Scrap paper or cookie cutter 
Clay-dedicated pasta machine 

Lisa Pavelka Clay Foil in Rainbow 
Lisa Pavelka Crackle Texture Stamp 
Flexible clay blade 

Permanent markers in various colors 
10-mm jump ring 

Three 8-mm jump rings 

Lisa Pavelka Magic-Glos 

Toothpick 


Small butane torch (or other direct heat 
source) 


Scrap paper 


Optional: UV cure lamp, CRYSTALLIZED- 
Swarovski Elements Pointed Back 
Chaton Crystal 


Lisa Pavelka Poly Bonder glue 


tools end is very labe 


asily using apc 


with clay, this is the ideal 


using up ojects. | call this type c 


etti foiling’ It can bea is concept with different colors 


den suspen- 
sion method o idant when 


id 


ace the bowed triangle pattern or 
te a pattern of your own on scrap 

sr. (Alternative methods for creating 
inished shape of the piece include 
g freehand cutting or using a cookie 
er.) 


ll out a 2%-in. by 2%-in. sheet of 
k clay on the third-largest setting of 
asta machine. The adhesion method 
he foil differs somewhat from the 
nique for applying larger sections to 
mer clay | see LEAF AND FOILING 
CTS, chapter 8, page 90 |. Hold your 
srtip down over the foil to heat it or 
ish a small area for a few seconds 
ply a small, irregular piece of foil. 
inue to do this with the colors of 
choice until you are satisfied with 
yattern. You may wish to cover all the 
sed black clay or leave some of the 
¢ pecking through for added contrast 
vith the sample piece). 


3 Press the texture stamp down over the 


foiled clay. The goal isn’t necessarily to 
get a specific or repeating pattern with 
this project, but that is another option 
available to you. The method is simply to 
intensify the refractive properties of the 
foil. Texture repositions small areas of the 
surface so that it reflects and refracts light 
and color when seen at various angles. 
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4 Lay the template over the foiled clay 
and cut out the shape with the clay 
blade (or use one of the other shaping 
options mentioned in Step 1). Bake the 
clay for 10 minutes at the recommended 
temperature. 


5 Roll out black clay through the second- 
largest setting of the pasta machine. 

Use the template to cut out the identical 
shape made in the last step. 


OPTIONAL 

If the foil colors fade when baked (see 
chapter 8 for details), you can touch up 
the color using brightly colored and fluo- 
rescent permanent markers. Rebake the 
clay for a few minutes to set the ink. 


6 Press the 10-mm jump ring (with the 
opening facing inward) down into the 
top center of the black clay backing. The 
ring should be pressed deeply enough 
to lie flush with the surface of the black 
clay. Make sure that enough open area 
is exposed over the edge in order to add 
one or more jump rings after finishing 
the pendant for suspension on a cord or 
chain. Firmly press the baked pendant 
onto the black backing using bonder glue 


rim the excess clay by gliding the 
ft knife around the pendant edges. 
ake the pendant for 20 minutes. 


When the clay has cooled, add a thick 
er of resin to the surface, applying it 
he middle and spreading it outward 
h the toothpick. Remove air bubbles 
passing a direct heat source over the 
in for a few seconds and cure in direct 
light or under a UV lamp for 10 to 
minutes, following product directions. 


fang on a cord or chain with the three 
1m jump rings. 


TIONAL 

il a conical hole into the cured resin 
ng a pointed carbide drill bit in a 

ry tool. Glue in a pointed-back crystal 
ig jewelry cement. 


te 

ser pieces of clay and those without bezel 
es or side walls may require an additional 
r or two of resin (curing between layers) 
rder for the product to fill out all the way 
he edges. The more layers that are added, 
more rounded the surface of the piece 
be, 
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PROJECT 


Image Transfer 
Inro Amulet 


MATERIALS NEEDED 


Polymer Clay in Black, Metallic Pearl, 
Sunflower Yellow, Caramel, and 
Metallic Gold 


Clay-dedicated pasta machine 
Pearl Ex mica powder in Gold 

Lisa Pavelka Crackle Texture Stamp 
Flexible clay blade 

Deli paper 


Small glass or metal bottle with 
1/2 -in diameter 


Lisa Pavelka Waterslide Transfers 

Lisa Pavelka Poly Bonder glue 

Large knitting needle 

Liquid polymer clay 

1 pearl (mine was approx. 1/4 in, by 1/2 in.) 
Gold metallic leafing 

Craft knife 

Automotive protectant spray 

Lisa Pavelka Ropes & Braids Border Mold 
Coarse sandpaper 

Hand or rotary drill with graduated bits 
Gold rattail cording 

Large-holed brass bead 

8-mm gold jump ring 

Optional: Small gold tassel 
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Inros are a Japanese art form consist: 


ing of small singular or ked boxes 


with a sliding lid, They originated as a 
means to hold personal objects such as 
cosmetics, medicinal herbs, needles, 
or perfume. These were suspended 


from obi sashes worn with kimonos, as 


these garments didn’t have pockets. 
Craftsmen made them from ivory 
(bone), wood, or lacquerware. Inros are 
a wonderful adornment to wear as a 
functional necklace. | like to wear mine 
at trade shows to hold money or asa 
way of delivering aromatherapy witha 
perfumed cotton ball inside 
Traditional inros can be round, oval, 
or sculptural, but they typically have 
dimension all around. The concept 
here is a twist on traditional shapes. 
The flat backing allows the inro to lie 
more comfortably against the neckline 
or breastbone. Once you are familiar 
with this construction concept, think of 
the different shaped forms (such as 
canapé cutters) that can be used to 


create a variety of unique inro amulets. 


Liha 


1 Roll out a 2%-in. by 3%-in. sheet of 
black clay on the second-largest setting 
of the pasta machine. Apply gold mica 
powder to the surface of a clean, dry 
Tubber texture stamp using your index 
finger. 


2 Lay the black clay over the powdered 
stamp and lightly burnish with your 
fingers to transfer the powder pattern to 
the clay. Carefully lift the clay from the 
stamp to avoid smearing the pattern. 


3 Trim the clay to 2 in. by 3 in. Cover 
the clay with a piece of deli paper to 
protect the powder, Lay it over the bottle 
with the longer side going around the 
circumference. 


4 Roll out a piece of Metallic Pearl clay 
on the fifth-largest setting of the pasta 
machine. Apply a preprinted or custom 
inkjet waterslide transfer to the clay 
following the product directions. Trim 
around the image, leaving a %-in.-wide 
border on all sides. Apply a little glue to 
the back of the pearl clay and lay it over 
the black, patterned clay. 


tip 


Be sure to tap off any excess mica powder 
after each dip into the jar to prevent powder 
clumps from contaminating the stamp 
recesses. 
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5 Determine whether you want the 
image centered or applied askew for a 
more artful feel. Gently smooth the edge 
to ensure they make contact with the 
black clay. Drag down the edges of the 
pearl clay onto the black clay beneath 
using the end of the knitting needle. This 
creates a bit of flattened deckle effect 
and secures the transfer clay to the inro 
base. Rub a thin layer of liquid clay over 
the transfer to seal it. 


6 Roll a small ball of Metallic Gold clay 
into an elongated oval. Flatten slightly 
with your fingers and glue to one corner 
of the transfer with clay bonder. Apply a 
little bonder to the back of the pearl and 
press into the Metallic Gold clay. Smooth 
and press the edges of the gold clay up 
and around the pearl to create a bit of a 
bezel that secures it in place. 


7 Make a simple Skinner-Blended bull’s- 
eye leaf cane | see SKINNER BLENDING, 
chapter 3, page 36 | €. Compress and 
reduce the cane to % in. in diameter, 
shape and slice the cane following the 
directions in | MILLEFIORI CANING, 
chapter 4, pages 48-52|b. 


8 Cut several dozen slices. Place the 
slices over the inro front in any patterns 
or formations that you find pleasing. 
Bake the clay while on the bottle at 

the recornmended temperature for 

15 minutes. 


9 Add gold leaf to a 2-in. by 2-in. piece 
of black clay. Roll the clay through the 
second-largest setting of the pasta 
machine. Fold the clay in half and pass 
through the second-largest setting again. 
Gently pry the cooled clay from the 
bottle. Apply a thin line of glue on both 
exposed edges of the inro cover. Press 
down firmly over the leafed clay. With the 
piece lying flat, trim the excess clay from 
all four edges using the clay blade. Bake 
while flat for 10 minutes. 


10 Apply bonder glue to the bottom of 
the cooled inro front and press down 
into a 1%-in. by 2¥%-in. piece of gold clay 
rolled through the largest setting of the 
pasta machine. Trim the excess clay from 
around the front and back with the craft 
knife so that the gold bottom conforms 
only to the edges of the inro form. Poke 
two holes about 1 in. apart through the 


bottom of the inro using the tip of the 
knitting needle. Don’t worry about the 
size of the holes at this point. They will 
be drilled open in a later step. Rebake for 
10 minutes. 


| tips 


* Try your hand at adding dimension to your 
slices by gently twisting the ends or raising 
the edges using the needle tool, 


* It may be helpful to apply tiny dots of bond- 
ing glue before adding cane slices to help 
them adhere, since the mica powder can act 
as a resist agent. Be sure to use bonder glue 
sparingly, as too much may extrude out 
when pressing slices into place. Visible glue 
may also discolor when baking. Remember, 
less is always more with glue! 


= Use a piece of scrap clay to make a tiny 
trough to set the bottle on when baking to 
prevent it from rolling. 


Image Transfer Inro Amulet | 179 


| tip 
Lightly position the inro body over the clay 
for the lid with the bottom against the 
Metallic Gold clay. Make sure the outer 
edges of the inro are aligned with the outer 
edges of the lid. Poke the knitting needle 
through the holes made in the bottom of the 
inro to mark the placement for the holes in 
the lid. 
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11 When the inro has cooled, press the 
open top down over a sheet of Metallic 
Gold clay that’s been rolled through the 
largest setting of the pasta machine and 


remove, This will leave an outline in the 
clay. Cut along the inner edge of these 
lines to form the inside of the lid. After 
cutting, check to make sure the half 
circle you cut fits cleanly inside the inro 
opening. 


12 Place this piece over another sheet of 
gold clay that’s also been rolled through 
the largest setting of the pasta machine. 


13 Rub a little automotive protectant 
spray along the edges of the sheet that 
surround the lid insert. Press the open 
end of the inro back down over the gold 
clay insert and onto the sheet using light 


pressure. This will leave another cutting 
outline, 

Remove the inro body. Cut along the 
outside edge of the marked lines. 

Mark holes in the lid with the knitting 
needle by referring to the spacing of the 
holes made in the inro bottom for place- 
ment. Bake the lid for 10 minutes at the 
recommended temperature. 


4 Make molded borders of gold clay 
ith a thin rope design, Dust gold mica 
powder onto the raised area of the 
borders to highlight them, Attach borders 
around the top and bottom curves of the 
inro with bonder glue. Bake the inro and 
the lid for 10 minutes. 


15 After the lid has cooled, roll gold clay 

through the sixth-largest setting of the 
pasta machine, glue this sheet to the top 
of the lid, and trim. Texture with coarse 
sandpaper and retrim. Bake the lid and 
the inro separately one last time for 
25 minutes at the recommended 
temperature. 


16 When the pieces have cooled, drill 
the holes open, starting with smaller bits 
and working your way up to larger bits 
that allow the threading of your chosen 
cording. 

Thread the ends of the cording up 
through the bottorn two holes of the inro 
and out through the two lid holes. Add 
the brass or other focal bead over the two 
cord ends, The hole of the bead should be 
large enough to allow both cords to pass 
through, but snug enough to not move 
freely unless pulled. This creates a fric- 
tion clasp. 


tip 

If you cannot find a bead that works, make 
one from clay. Use the knitting needle to 
make the holes to form your bead around 

to get the correct size. Finish off the ends 
with the jewelry findings of your choice. Or 
you might add a decorative tassel or other 
dangling embellishment at the bottom of the 
inro with a jump ring attached to the cording. 
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PROJECT 


Sutton Slice 
“About Face” 
Case 


MATERIALS NEEDED 


Polymer Clay in Pearl, Raspberry, Pacific Blue, 
White, Emerald, Flesh Light, Gold, Caramel, 
Green, Metallic Sapphire Blue, and Pacific Blue 


Acrylic roller 


Ancient Page™ Dye Ink in Coal, 
or other black stamp ink 


Lisa Pavelka About Face and Love Letter 
Texture Stamps 


Lisa Pavelka Poly Bonder glue 
Business card holder or small tin 

Deli paper 

2-in-long plastic-coated magnet or dowel 
Clay-dedicated pasta machine 
Automotive protectant spray 

Blush 

Small paintbrush 


Eye shadow . 
Craft knife Sutton Slice techni 

Clay blade | see BASIC SUTTON SLICE SHEET, chapter 10, page 11 
nee T apter 10 with a basic two-te 


Liquid polymer clay 


2in, (19 stones) CRYSTALLIZED-Swarovski 
Elements Plastic Banded Trim #50-002 


Ball-tip stylus 


method. A more intricate 


hallenging version of the 


nique lies in the use of multiple colored clays inserted in ing 


vidual cavities a 
Coarse sandpaper 


Wavy clay blade 


CRYSTALLIZED-Swarovski Elements 
Flatback Hotfix Crystals 


Lisa Pavelka Small and Medium Rose Leaf well with both the basic and advanced Sutton Slice techniqu 
Embossing Cutters 


Lisa Pavelka Polymer Clay Foil in silver 
Packing tape 


CRYSTALLIZED-Swarovski Elements | 
Flatback 10-mm by 5-mm Rose Water Opal 
Navette and astamp that is 


er texture stamps thaty 


| ercourage anyone trying the project below to build his or Bi 


f the basic technique first 


nough how important it is to use softer cla 


clean and dry in ore the 


Fine-tip tweezers 
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to work well. Also, since all clays have 

@ specific open time (a period of being 
conditioned and pliable), it is advisable to 
do this project in a single sitting. 

A variety of clay techniques covered 
in this book lend themselves to the other 
lements of this project. I hope you'll 
agree that the combination of treatments 
makes for an elegant visual effect for 


this most practical of projects. While a 
business card case was used for this proj- 
ect, consider applying the concept to a 
variety of surfaces from jewelry to home 
décor items. 


1 Roll out a sheet of pear! clay on 

the sixth-largest setting of the pasta 
machine. It should be slightly larger than 
the case being covered. Roll the clay once 
or twice with the acrylic roller to make 
sure there are no ripples in the surface. 
Stamp the clay with the inked Love Letter 
stamp and set aside to dry. Once dry, glue 
to the case using bonder glue. 


note 


The front edge of the case will need to be 
trimmed while faceup and with the lid open 
since this side is slightly shorter than the 
front of the base on the case. 


tip 

Cover the top with deli paper during this 
step to protect the stamped area from 
smudging. 


Apply glue to one-third of the case ata 
time and lay the end of the clay down 
over the glued area. Smooth the clay onto 
the case's surface from one direction to 
the other while the deli paper is still in 
place. Lift the clay and continue to glue 
the stamped clay down over the second 
and last third of the case to prevent air 
pockets from forming while you attach 
the clay base. 

Tum the case over with the deli paper 
still in place and trim the excess clay 
from the edges. 


2 Start by pressing flesh-colored clay (or 
clay tinted with a tiny amount of other 
color for a variety of other skin tones) 
into the face and neck cavity. Follow 
the instructions and tips for the Sutton 
Slice method | see BASIC SUTTON SLICE 
SHEET, chapter 10, page 115 |. Next, add 
some color for the lips. I mixed a tiny 
amount of Raspberry and White clay 
together for this. Remove clay embedded 
in these areas with the craft knife. 

For the hair, some Gold and Caramel 
clay was blended without mixing all 
the way. The flower centers were mostly 
white, blended with a tiny amount of 
raspberry. Raspberry clay was also used 
for the outside petals of the flowers. 
Emerald clay was pressed into the leaves. 


note 


Important! Always use a fresh piece of clay 
when starting to work with the second and 
additional colors. Failure to do this may 
contaminate the pattern from the front. 
When slicing the clay away, the blade picks 
up thin shavings of other colors in surround- 
ing cavities. Using a fresh pinch of clay to fill 
empty cavities will ensure that other colors 
don't get mixed into the color you are using. 
Even when you use fresh pieces of clay when 
adding @ secondary or other color, there will 
be some surface contamination, although 
this won't be visible from the front when the 
clay is released from the stamp. 
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3 Once the face, leaves, and flower 

cavities have been filled, it's time to fill 
the background area. Mix one-quarter 
bar of white clay with a large pinch of 
both Pacific and Metallic Sapphire Blue 


clays. Roll this out on the largest setting 
and make a Skinner Blended sheet with 
white clay as the second color. 

Use a plastic-coated magnet or 
wooden dowel placed on one end of the 
pasta machine to shorten the length of 
the rollers. This will limit the length the 
clay can stretch when being blended, 
making a narrow gradient sheet. This 
sheet should be the approximate size of 
the stamp area being filled (1% in. by 
2% in.). If the sheet is much smaller, 
stretch it to size with a roller. Cut a 
Ye-in.-wide strip from the length of the 
blended sheet and set it aside for later. 


4 Cut the blended sheet into small 
squares with the clay blade. 


5 Take a square from the lightest 
end of the sheet and press it into the 


background areas at the bottom of the 
face pattern. Continue to use squares 
from this first row to fill spaces and slice 
the background clay away until you 
have reached the other side of the face. 
Remember to use a fresh piece of clay 
each time you fill the next cavity area. 
Continue to work your way upward, 
filling the background with darker and 
darker rows of clay squares until you 
have filled the entire background 
Double-check the stamp to make sure all 
areas have been filled and there is no vis- 
ible clay on the surface of the rubber a. 
Note the color contamination that is 
visible on the surface of the stamp. This 
won't show when the clay is released 
onto the substrate layer of black clay b. 


6 Check to make sure that every shaving 
and piece of scrap clay is removed from 
the stamp and work area. Roll out a 2-in. 
by 3-in. sheet of black clay on the fourth- 
largest setting of the pasta machine. 
Place the sheet facedown over the clay- 


embedded stamp. Apply a small amount 
of automotive protectant spray to your 
fingers and tap them over the surface of 
the black clay very firmly for a minute 
or two. Use a lot of pressure and force 
as you tap. The goal is for the substrate 
layer of black clay to fuse with the clay 
inside the stamp. 

Once you are sure that you have suf- 
ficiently pressed the black clay down all 
over, make one firm pass with the acrylic 
roller, Do not roll it back and forth. 


7 Holding the stamp and clay in one 
hand, bend the edge of the stamp 
backward, almost folding it in half, and 
slowly roll the stamp off the clay. Do not 
pull the clay backing. 

It’s important to remove the stamp 
from the clay and not pull the clay off 
the stamp, which could leave areas of 
clay still embedded in the stamp. If this 
occurs | see TROUBLESHOOTING FOR 
POLYMER CLAY begi 208 | 


ng on pa 


8 Optional: Brush a little blush over the 
cheekbone of the face and dust the eyelid 
with some eye shadow. Be sure to clean 
the brush well between colors of makeup 
by stroking the brush several times over 


a clean rag. 


9 Trim the excess black clay away from 
the side of the Sutton Slice face panel 
that will be facing inward on your case. 
Deckle (tear) this edge by pulling tiny 
bits of the black clay away with the tip of 
your craft knife 


10 trim the black clay along the outer 
edge of the face panel to about % in. 
wide. Apply a few strokes of bonder glue 
on the back of the black clay and attach 
the panel to the case. Press the panel 
down all around with light pressure. Trim 
the excess clay from the three sides of 
the case with the clay blade. 


Sutton Slice “About Face” Case | 185 


tip 

Use a small square of deli paper aver the 
panel to protect the clay while pressing in 
place and handling during trimming. 
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11 Make a trough along the exposed 
black clay edge on the outside of the face 
panel using the needle tool. Apply a bead 
of liquid clay in the trough and press a 
premeasured length of plastic banded 
crystals into to the depression. The liquid 
clay will flow over the connecting fiber of 
the banding and fuse it to the case while 
baking. It won’t be visible after curing. 


12 Use a ball-tip stylus to texture the 
black clay. This will also press the clay 
up and around the banding for added 
security. 


13 cut a %-in.-wide strip of black clay 
from a sheet rolled out on the fifth- 
largest setting of the pasta machine. 
Texture it with sandpaper and then 
deckle one vertical edge. Glue this strip 
with the deckled edge facing inward on 


the end opposite the face panel. Trim 
the excess clay from three sides with the 
clay blade. 

Roll the gradient blend strip that was 
set aside in Step 3 very thin, Insert the 
strip with the gradient pattern lying hori- 
zontally along the rollers. Run it through 
gradually thinner settings, ending on the 
sixth-largest setting. Cut a tapered strip 
from this sheet with the wavy blade, 
Attach the strip to the textured black clay 
strip on the left as shown. Press flat-back 
crystals into the clay at the ends of the 
vine swirls of the face panel and at the 
narrow end of the gradient wavy strip. 


14 Texture a small piece of black clay 
rolled through the sixth-largest setting of 
the pasta machine with sandpaper. Cut 
out a leaf (without embossing) using the 


Medium Rose Leaf Embossing Cutter. Glue 
this to the center of the exposed letter- 
stamped clay at an angle. Cut a thin slice 
from a ¥-in.-diameter Skinner Blended 
bull’s-eye cane (Raspberry/White was 
used). The slice should be rolled through 
the fourth-largest setting of the pasta 
machine and needs to be slightly larger 
than the size of the small rose leaf cutter. 
Apply Silver Foil to the slice | see 
APPLYING FOIL, chapter 8, page 94 | 
Press the cutter down over the foiled clay 
and emboss by depressing the plunger 
down firmly. Lightly burnish packing tape 
over the leaf using the Pavelka Peel | see 
THE PAVELKA PEEL, chapter 8, page 98 | 
and repeat, leaving th 


il recessed in 
the vein lines. Glue the leaf over the cen- 
ter of the black textured leaf. 


15 Roll a small ball of black clay into an 
oval and glue at the wide end of the black 
leaf. Slightly flatten with your fingertip. 
Poke a hole in the center with the needle 
tool. Using fine-tip tweezers, press the 
navette crystal into the clay oval with the 
pointed end of the crystal inserted into 
the needle tool hole. 

Roll a small snake of black clay and 
wrap it around the outside of the crystal 
starting from the side facing the leaf. 
This will form a bezel edge and secure 
the crystal in place. Blend the seam 
of the snake into the leaf using the tip 
of the craft knife. Bake card holder in 
a preheated oven at the recommended 
temperature for 30 minutes. 
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CHAPTER FIFTEEN 


Gallery of 


Polymer Clay Art 


MORE THAN TWO DECADES OF WORKING with polymer clay have 
provided me the privilege of developing deep friendships and 


acquaintances with a group of remarkably talented artists. This 


gallery showcases the work of just a handful of these incredibly 


gifted individuals, along with a few additional examples of my own 


efforts. These selections are offered to further inspire you with the 


potential of polymer clay as a creative medium 


The world is filled with countless clay aficionados, both profes- 


sional and amateur, who continue to astound with their exceptional 


skill. I'm privileged to offer their creations as arepresentation 


of such talent. Each piece featured is an example of single or 


composite techniques explained in this book. Some works are 


exquisite in their simplicity, while others amaze with their precision 


and complexity. 


| greatly appreciate the generosity of 
these artists for sharing their artwork. 

| hope you find this section a further 
source of encouragement for achieving 
your own polymer clay masterworks. The 
artists featured signify a group of estab- 


lished professionals known throughout 
the world for their skills, as well as 
up-and-coming designers who are sure 
to become increasingly influential in the 
creative arts. 


A On the Canal by Sarah Shriver 
Millefiori caning and polishing techniques 
(14/2 in, by 14/2 in). 


1 Untitled by Bettina Welker 
Fabricated sterling silver bezel filled with 
polymer clay inlay (12/2 in. by 2 in. by 2/a in). 
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Game of Black and White by Nevenka Sabo 
Simple caning in black and white combined to 
make motif applied over plain ceramic tile 
(Gin. by 6 in). 


Pansy Garden by Toni M. Ransfield 
Chicken egg layered with base of pink metal- 
lic clay and thinly sliced millefiori canes, then 
sanded and buffed to high shine (3 in. by 1 in.). 


Faux Porcelain Beads by Deborah Anderson 
Image transfer onto clay with translucent clay 
on top; hollow beads assembled from two 
clay circles (11/2 in. in diameter). 
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Optical Illusion by Haley Hertz 
Medallion from a three-color Skinner Blend 
(blue to yellow to magenta) rolled into jellyroll 
cane; Pavelka peel created embossed, metallic 
text effect (2/2 in. by Sin. by 1/2in). 


7 Polymer Portfolio by Scott Mizevitz 
Portfolio cover with brass stencil for texture. 
Handcrafted faux-gold hardware buffed 
with wax metallic finish; ribbon closures 
(12 in. by Yin). 


‘Deco 1 by Helen Wyland-Malchow 
Precious metal clay, sterling silver, black onyx 
and a Mokumé Gané veneer from handmade 
molds (3 in. by 12/2 in. by 1/4 in,). 


Logo Cane by Wes Warren 
Millefiori caning customized by designer 
in.). 


The Love Birds by Riverdogs 
(Deborah Banyas and T.P. Speer) 
Hand-formed polymer clay with stuffed cotton 
over steel armatures (32 in. by 13 in. by 4 in). 


Milkweed Crone 
by Dawn Schiller 
Polymer clay with 
onyx beads (eyes) and 
Tibetan lamb’s wool (hair) 
(approx. 3 in.) 


Remember When 
by Lisa Pavelka 
Straw base purse with image 
transfer panels on clay with 
molded clay accents, texture 
stamped background panels, 
and millefiori accents (6 in. 
by 8 iin. by 3in,). 


Earrings by Deborah Brams 
Inks and a Skinner Blend for color with Mica 
Shift technique (12/2in. by 1/2in)). 


Cosmos by Julie Picarello 

Imprint Mokumé Gané technique accented 
with painted metal disks and semi-precious 
gemstones (2 in. by 21/2 in. by 1/4in,). 


Winter Nymph Mask by Anne Igou 
Color blending and stamping techniques over 
papier-maché (51/2 in. by 7 in). 
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Altered Divas by Barbara A. McGuire 
Transfer, stamping, and embellishment 
techniques (2 in. by 4in,). 


Leafy Lady by Arbel Shemesh 
Gin image transfer method and millefiori 
caning (approx. 12 in, by 12 in,). 
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Fish Gotta Swim by Consuela Okdie 
Polymer clay embellished with mica and 
embossing powders; texture sheets 
and Phillips-head screwdriver for texture 
effects (8 in. by 10 in). 


| Fossil Pendants by Sophia Lenz 
Faux ivory technique with inlay, backfill, 
and findings (1 in. by 3in. by 3/2in,). 


Jungle Fever-Tiger Necklace by Janet Pitcher 
Complex millefiori caning techniques for clay 
beads; copper and natural stone beads 
(26 in; focal bead 2 in. by 2 in). 
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ARiver Runs Through It by Christi Friesen 
ay over glass jar, which was removed after 
king; beads and pearls wired into raw 
ay; armature wire inside reeds (7 in. by 
in. by Sin,). 


A Copper Twist Necklace by Kathi Briefer-Gose 
Copper chain mail and Mica Shift twisted square 


beads (20in,). 


/\ By the Waterside by Irit Cohen-Irico 
Millefiori caning, Skinner Blending, filigree, 
texturing, and sculpting over plywood 


(12 in. by 12in). 
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Carnival by Michele A. 
Tobler-Sutter 
Twelve-color Skinner-Blend 
stack for Buessler-cut 
focal bead; wirework with 
Swarovski, Czech lampwork, 
and polymer clay beads 
(necklace: 20 in, focal 
bead: 13/sin). 


Southwest Sunrise 
by Rhonda Garlick 
Picarello-inspired Mokumé 
Gané over textured clay with 
sterling silver insets; coco- 
nut beads (6 1/2 in. by 6 i 


Pastels All Around 
by Gloria Askin 
Beads, pearls, and hand- 


made polymer clay pieces, 
which employ veneer of can- 
ing ina technique developed 
by artist (21 in. by 21/2in,). 


198 | The Compl 


< Tiger Lily Fairy Collar by 
Lynne Ann Schwarzenberg 
Millefiori caning, sculpting, 
and texturing techniques 
(18 in). 
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Flip Flop Bracelet by Audrey Busby 
Millefiori cane slices ona layered clay foot 
form; beading with pearls (straps); jump 
rings (10 in). 


Butterfly Box by Robert Wiley Ode to da Vinci by Julie Eakes 
Faux wood with mica technique; marquetry over _ Millefiori caning technique (2!/2 in. by 3 in.). 
polymer clay box (6 in. by 4/2in, by 21/2in,). 
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\ Horizon by Linda Hirschfield 
Skinner Blend, carving, and 
backfilling polymer clay with 
sheet silver and wire (approx. 
Lin. by 21/2in). 


Polymer Clay Leaf Necklace 
by Carol J. McGovern 

Skinner Blending and cutting 
(approx. 20 in.). 
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Jade Memories by Gloria Askin 
Pearls and flat polymer clay beads with a 
veneer of caning using techniques developed 
by artist; focal bead Chinese carved jadeite, 
fine silver (21 in.x 21/2in). 
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<| Flower Garden Cuff Bracelet by Bettina Welker 
Transfer techniques with veneering applied to 
handmade aluminum bracelet blank (23/4 in. by 
2¥2in). 


V Leafy Garden by Arbel Shemesh 
Polymer clay necklace using millefiori caning 
method; with earrings (12 in. by 12in,). 
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The Healing Ride by Sophia Lenz 

Bottle covered with lightweight Sculpey, 
extruded cane pattern for saddle and scarves 
(13in). 


Flower Necklace by Bettina Welker 
Metal leaf, alcohol inks, and translucent clay for | 
petals (6 in. by 54s in. by 1/8 in). 
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Sticks and Clusters Brooch by Bettina Welker 
Fabricated sterling silver tube setting filled with 
extruded sticks from polymer clay (4 in, by 3/4 in. 
by 3/4in,). 


Nudi Branch by Melanie West 
Bangle from hand-formed armature carved 
then laminated with polymer clay millefiori 
(5in. by Sin. by Lin.) 


Card Holder by Lisa Pavelka 
Surface and embossed stamping methods; image 
transfer to clay, millefiori accents; and mixed 


media surface embellishment (21/2 in. by 33/4 in). 
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A Japanese Inro Purse by Haley Hertz 
Black clay textured with rubber stamp then painted 
with metallic acrylic paints. Antiqued images are 
stamped onto layers of ivory clay mixed with silver 
leaf and stained with pigment inks. Over cardboard 
armature (32/4 in. by Sin. by 1/2 in.). 


A> Marquetry Necklace by Robert Wiley 
Faux wood made using mica technique inlaid 
using marquetry (51/2 in. by 4in, by 1/4 in.). 


> Man in the Middle by Lisa Pavelka 
Faux ivory overlay, molding, and antiquing. 
Clay face set in Art Clay Silver ivy leaf frame 
(1/4in. by 12/4in). 
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Hanging Out by Christi Friesen 
Polymer clay applied to armature of glass jars 
and wire; beads wired into clay and, after baking, 
strung onto wire for branches and around base. 
(12 in. by 6 in. by.6 in.) 


Vesna by Nevenka Sabo 
Necklace from seed beads (8 strings) and round, 
hand-shaped polymer clay beads employing a 
layering canework technique (22 in., polymer 
beads 2 in. and 1 in. in diameter). 


ed Art Clack by Michelle Herren 
ary, jade, and red polymer clay tile stamped 
jued with acrylic paint then sanded toreveal 
nages beneath (8 in. by 8 in. by 1/2in,). 
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CRAFTS & HOBBIES 


Pavelka is an award- 


winning artist, writer, and 
aternationally-recognized 


authority on polymer clay. 


he regularly appears on 


ional television and 


els worldwide teaching 
polymer-clay workshops. 
Lisa lives in Las Vegas with 


family. 
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